Digitized  by  the  Internet  Archive 
in  2018  with  funding  from 
Getty  Research  Institute 


.  C- 

.. 


https://archive.org/details/workshopOOunse 


X’l 


► 


© 


James  Ha^oei^  bz-paternoster  row  Lomom. 


Contents 


Pago 


Page 


1.  Original  Articles. 


Our  Present  Need .  1 

On  the  Structure  of  the  Candelabrum  .  17 

Patterns  for  Weaving  in  the  Style  of  the  Middle  Ages  .  .  33 

Bookbinding  and  E’ancy  Leathergoods  . 49.  G5 

The  Pulpit  in  the  Church  of  Sta.  Croce  in  Florence  .  .  .  81  ' 

The  Handle  in  Antique  Vessels .  97 

On  Italian  Renaissance  in  its  Relations  to  Architecture  and 

the  Industrial  Arts . 113.  129 

Crystal  Manufacture  and  Jewellery  . 145.  IGl.  177 

Value  and  Importance  of  Ancient  Models  in  the  Useful  Arts  193 

Ancient  Knockers  . 209 

Ornamental  Iron  Work  .  225.  241 

Style  in  Ornamental  Art . 257 

The  Discovery  of  Antique  Silver  Vessels  in  Hildesheim  .  .  25!) 

The  Woodwork  of  the  Renaissance . 273 

The  Decoration  of  Ceilings .  289.  305 

Majolica . ^ .  321.  337 

Decorative  Treatment  of  Frames,  Windows  and  Panels  353.  369 


11.  Illustrations. 

Album  Cover  with  Metal  Mounts  and  Clasp . 

Altar  Table  with  Ciborium . 13G. 

Antefix  .  100.  115.  148. 

Aquarium . . 

Arabesques  .  134.  180. 

Architecture ,  modern  specimen  of . 

Arch-mouldings,  detail  of  . . 

Arm-chair  . 141.  187. 

Balconet .  75. 

Balconies . 142. 

Balustrade . 174. 

Band  of  Foliage . G.  101.  116. 

Banner  . 

Base  Moulding . 

Bedstead . 171. 

Bench  . 


.  317.  348  364 
78.  107.  200.  347 
44.  54—56 

....  20k 

. 3 

22.  83.  118.  197 
.  12.  102.  152, 
. 6 


Book-case  .  88.  249 

Book-cover .  169.  216.  251 

Borders .  150.  164.  213.  262.  310.  324 

Borders  on  the  supplement  of  Part 

Bowling-place . 

Buffet . 

Cabinet  . 

Candelabra . 

Candle  Bracket  . 

Candlestick . 

Cap  of  Window . 

Capitals . . 

Carpet  . 

Carvings  . 

Cases  for  Pumps . 

Ceiling  .  IS".  57.  79.  90.  111.  120.  153.  168.  204.  269.  315. 

Ceiling,  Centrepiece  of . 

Ceiling,  Cornerpiece  of . 

Ceiling  Flower . 

Centre  piece . 

Wiairs  .  39.  89.  109.  141.  219.  248.’ 283.  331. 

Candelier  . . 223 

Chiffonier  . 

Chimney  Piece . 91.  2OO.  239.  265. 

(  hurch  Vessels .  285.  334.  360.  361. 

Church  Vestments,  pattern  for 
Cigar-holder  . 

Clock-case . 

Compartment  painted ,  portion  of . 

Console  table . 

Corbels . 


121 

137 

324 

46 

182 

38 

197 

217 

352 

333 

316 

133 

72 

102 

233 

59 


266 
.  284 
.  325 
15 
251 
381 
380 
312 
270 

.  304 

7.  53 
.  311 
,  237 
7.  70 
140 
,  382 
220 
220 
373 
9 

.  349 
235 
76 
359 
379 
268 
203 


189 

5 

185 


Cornices .  4.  63.  84. 

Crater .  245, 

Crater,  decoration  of . 

Cresting . 

Crystal  glass . 

. 261. 

Cup  Handle . 


69 

357 

246 

263 

no 

92 

299 

262 


Curtain  Gallery . 

Cyma . ' . 

Cyraa,  corner  of  . 

Dagger  . 

Decoration  of  Pottery . 

Decoration  of  Railway  Carriage  .  .  . 

Dessert-Service,  portion  of  .... 

Diaper  . 

Door,  details  of . 

Doorway  . 

Drinking  Cups  . .  . 

Drinking  I’ountain,  Cast  iron  .  .  . 

Eagle  in  Marl)le . 

Enclosure  of  Tomb  ....... 

Epergne . 

Ewer . 

Family  Monument  . 

Fiuials  . 

Fireirons  . 

Ifire-screen . 

Fish-bowl  . 

Floral  Ornament . 

blower  Basket . 

Edower,  MaiTle  . 

Flower-pots . 

Flower,  Roman . 

Flowei’,  carved  . 

Edowers,  French  Renaissance  .  .  . 

Flower  Vase . 

Footstool  . 

E'rame,  carved . 

Frieze . 4.  6.  22. 

Fruit-stand . 

EMrniture  . 


........  301 

. 196 

. 149 

. 127 

. 181 

. 295 

. 25 

.  .  .  .  342.  356.  372 

. 280 

. 201 

.  157.  261 

.  74.  183 

. 165 

. 95 

. 44 

. 157 

. 319 

.  110.  116 

. 350 

. 186 

. 126 

. 21.  53 

. 346 

. 67 

. 215 

.  21.  101 

. 165 

. 23 

.  296.  297 

. 28 

. 377 

38.  63.  179.  278.  279.  342 

. 126.  215 

. 154 


Gable  Eind .  176.  270.  320 

Gasbracket,  back  of . 166 

Gas-bracket . - . 184 

Garden-Door,  Mauresquo . 190 

Gate  .  47.  143.  208 

Goblet . 104.  157 

Grille .  14.  31.  75.  159.  174.  192.  303.  318 

Grisaille  Windows  .  93.  374 

Gutter  . 7.  231 

Hammer,  Mason’s  . 362 

Handle  of  Door . 281 

Handle  of  Plate . 262 

Hangings,  Pattern  for .  119.  182.  247 

Head  of  a  Harp . 293 

Hinges,  wrought-iron . 271 

House-Door . 106 

Jamb-moulding  . 229 

.Jewellery  .  .  16.  61.  94.  95.  144.  175.  191  207*.  288.  318.  366 

Imposts,  details  of .  227.  228.  309 

Initials .  335.  351 

Key-stone,  Early  Gothic . 52 

Kn'ives  .  238.  239.  302.  350 

Knocker .  281.  367 

Kyathos . 246 

Leather  Case . 160 

Library  Table . 29 

Lintel,  detail  of . 133.  180 

Lion’s  head  . 23 

Lock  of  Door . 281 

Looking-Glass  Frame . 272 

Mask,  Tragic . • . 198 

Memorial  Stone .  8 

.Memorial  Stone,  upper  part  of . 20 

Monstrance .  73 

Mosaic  .  52  68.  84 

Mouldings . 117 

Mural  Painting . 37 

Ornamental  Details,  for  the  decoration  of  plates . 24 

Ornaments .  198.  375 

Ornament,  cast-iron . 85 

Ornaments  for  Porcelain,  Glass  or  iMetal . 118 

Ornament  for  the  Decoration  of  a  Flower  Vase . 70 

Ornament  of  .4rch-mouldings  . 196 

Painted  Decoration . 295 


IV 


Panels  23.  36.  54.  103.  134.  151.  278.279,  281.  294.  326.  327. 

355.  356.  358. 

Papercutters  . 

Parapets.  Wooden . 

Paschal  Candlestick . 

Patera,  Koman  . 

Pavilion . . 

Pier-glass  '  . 

Pier-glass  Frame . 

Pillar  Caps .  . 

Pi.x  . 

Poinards . 

Portfolio-stand  . 

Prayer  Book  Cover . . . 

Presentation  Cup . 

Processional  Cross . 

Pulpit . 86. 

Punch  Bowl  with  Salver . 

Piailings .  47.  108.  123.  143.  255. 

Piails . 

Piegulator  Cases . 

Revolver . 

Rug  . 

Salt  Cellar' . 

Screen,  wrought  iron . 

Seal . 

Sepulchral  Monument .  17'’>.  212.  222.  2'2. 

Sideboard .  10.  172.  183.  199.  234. 

Side-table  . 

Silver  Stand . . 

Sofa  . . 155. 

Spoons  . 

Stick  and  Umbrella  stand . 

Stove .  26.  158.  229—231. 

Stringcourses . 5.  132. 

Summerhouse .  40.  124. 

Surface  Ornament  . 

Sword-hilt . 

Table .  43.  109.  123.  301.  331.  332. 

Table  Cover  . 

Tabouret . . 

Tankard  . 

Tapestry.  Pattern  for . 

Textile  Fabrics,  Pattern  for . 

Ticket  Office  . . 

Tile.s,  Upright . 

Time-piece . 

Title-page . 

Toilet-table . 

Tomb  Enclosure,  wrought-iron . 

Tomb-Rails . 

Tripod  . 

Tripod  for  Funeral  Ceremonies . 

Tympanum . 

Umbrella,  Hat  and  Coat  Stand . -  . 

Vases .  45.  175.  215.  236.  252. 

Vegetable-dish . 

Vessels,  Silver .  344. 

Waggon  Vault,  Compartment  of . 

Wall-Bord'.'r.  painted . 

Wall  D'/coratiun . 42.  111. 

Wardrobe .  122.  250.  286. 

WaMlihand-stand . 218. 

Wood-sawings . 

Work-table . 

Writing  'J'able  . 108. 

III.  Various. 

,'\by-sinian  Church.  Inside  of  an . 

.Mizarin,  artificial,  production  of . 

.4  Hoys . 

Antique  Vessels . 

.Vijtiquities,  discovery  of . 

Arcliaological  Notes . 

.Xrch.'f'ohigic  Excavations  at  Rome . 


Page 

Architecture,  Indian . 350 

Art  Exhibition . 32.  272.  336 

Artificial  Stone,  Stucco,  Cement,  etc.,  Improvement  in  .  .  .  80 

Battery,  improved . 268 

Black  Coloring  for  Zinc  and  Brass  . 224 

Brass  Pickle  . 96 

Bronzing  Process  . . '  384 

Calcareous  Tufa  for  the  Production  of  a  fine  Artificial  Marble  112 

Ceilings,  metallic . 240 

Cement,  metallic  strong  and  durable . •  96 

Cement,  new . 144 

Cleaning  Brass  . I6O.  304 

Cleaning  Glass,  effectual  Method  of . 128 

Coaguline . 80 

Coating  Castings  with  Gold  and  Silver . ■  368 

Coat  of  Oil  on  Cement . 16 

Coat  of  Paint  on  Wood,  durable . 80 

Coloring  of  Marble  and  other  Building  Stones . 256 

Covering  for  Staircases,  a  durable  . 240 

Discovery  in  St.  Gervais  Church,  Paris . 320 

Dried  Grass,  to  color  stain . 368 

Earthenware,  Historical  Notes  on . 223 

Ebony,  artifical . 256 

Electro-Iron  Deposits . 176 

Electrotype  Ornaments . 240 

Enamels .  64.  336 

Encaustic  Tiles . 352 

Flooring  Tiles  and  Slabs  made  from  Slate  Refuse  ....  304 

Glass  of  the  Romans . 320 

Glue,  liquid  . 144 

Glyphography  .  128 

Holy  Sepulchre  . 176 

Iron  Cisterns,  Galvanised . 16 

Iron  Stoves . 128 

Iron  Work,  modern . 368 

Ivory,  how  to  bleach . 352 

Kinescope,  a  new  photographical  Bijou . 176 

Lacquer,  transparent  colorless . 288 

Lamp  Chimneys . 96 

Majolica  for  Interior  Decoration,  the  use  of . 48 

Marezzo  Marble . 96.  144 

Mastic  for  Incised  Stone  Work  . 32 

Minargent . 144 

Mixture  of  Gas  and  Air  for  illuminating  Purposes  ....  48 

Museums,  new,  for  Art  and  Industry  .  .  .  .  ' . 16 

Oil  Painting  upon  Zinc  . 224 

Old  Louvre,  the  Foundation  of . 160 

Opera  House  in  Paris,  the  new . 43 

Oxyhydrogen  Light . 128 

Paint  for  Stoves . 160 

Paints,  new . 256 

Paris  News . 80 

Pencil  Drawings,  how  to  preserve . 384 

Photogi’pphy  . 192 

Photography  on  Porcelain  or  Glass . 80 

Phototype . 352 

Presei’vation  of  Stone . 32 

Preservation  of  Wood . 224 

Preservative  against  Rust  for  Iron  and  Steel . 96 

Removal  of  Paint  from  Carvings . 48 

Roman  Decoration . 320 

Silver  Plate,  to  clean . 224 

Slade  Collection  of  Ancient  Glass . 208 

Toilet  Flower  Vase . 304 

Tomb  of  Henry  VH . ' . 368 

Transparent  Colors . 240 

Tube  Well,  new . 224 

Tuileries,  the  new  "Wing . 288 

Tungstate  of  Barytes  as  a  white  Pigment . 336 

Utilization  of  Tinmans  Waste . 64 

Varnish  for  Ironwork . 96 

Waterproofing  Walls  . 384 

Whitewash . 256 

Winged  Figures  in  Grecian  Arts . 32 

Woodpulp  for  Paper  making .  64.  240 


I  "Woods  used  in  Cabinet  Making  . 192 


Page 

341. 

378 

11 

62 

73 

244 

329 

185 

156 

167 

202 

238 

173 

363 

264 

105 

.  87 

138 

268 

367 

41 

221 

71 

260 

336 

11 

383 

330 

31 

77 

283 

302 

27 

366 

166 

125 

214 

127 

349 

94 

267 

313 

135 

287 

328 

164 

314 

205 

GO 

269 

384 

245 

332 

83 

58 

37  6 

260 

345 

3<' 

150 

166 

300 

253 

15 

28 

365 

308 

272 

191 

112 

208 

240 

16 


Edited  by#:;:?- — ’ 

Prof.W.Baumer,  I.Schnorr  AMD  Others. 


VOL.  1.  N'J-  1. 


Our  present  Need. 


In  proposing  the  question,  wlnat  is  onr  present 
need?  there  is  necessarily  implied  the  acknowledgement  of 

^Something  rotten  in  the  State  of  Denmark ;« 
that  is  to  say,  that  the  actual  condition  of  matters  con¬ 
nected  with  Industrial  Art  is  so  critical,  that  extraordi¬ 
nary  measures  must  he  resorted  to  for  its  regeneration, 
or,  that  since  the  general  public  may  he  said  to  he 
suffering  in  the  same  way  as  Trade  itself,  it  must  he 
universally  confessed,  that  Taste  is  much  in  the  position 
of  the  »Sick  Man«. 

It  would  he  superfluous  to  enter  upon  any  proof  of 
this ,  since  the  efforts  which  are  being  now  everywhere 
made  to  advance  artistic  feeling  in  trade  show  the  per¬ 
suasion  to  he  universal;  hut  the  truth  of  the  assertion 
will  be  evident  to  any  one  who  may  he  disposed  to 
question  it,  if,  like  a  skilful  and  prudent  physician,  we 
expose  the  diagnosis  of  the  patient’s  disease  before  we 
proceed  to  discuss  its  remedy. 

We  will  look  for  a  moment  at  our  present  doings 
in  order  to  explain  in  as  few  words  as  possible  the 
actual  position  of  Taste  and  Art,  so  far  as  they  lie 
within  our  province.  If  we  leave  out  of  the  question 
articles  of  the  most  common  use,  and  look  to  those 
which  exhibit  a  certain  pretension  to  artistic  taste,  the 
first  thing  that  strikes  us  is  that  they  are  utterly  devoid 
of  any  common  type,  so  that  any  one  accnstomed  to 
the  creations  of  past  ages  will  he  painfully  impressed 
by  the  defect  in  style,  or  distinctly  stamped  character. 

Indeed  in  ordinary  middle-class  houses  where  the 
appliances  of  luxury  and  art  are  often  unknown,  an  ob¬ 
solete  Rococo  runs  off,  through  all  these  productions,  in 
a  sort  of  unconscious  way,  as  if  it  were  a  thing  of  course. 
In  tables,  chairs,  and  all  articles  of  furniture  in  wood,  irre¬ 
gularly  flowing  lines  usurp  the  lines  of  beauty,  and  where 
corners  and  panels  are  to  he  ornamented,  a  few  scrolls  are 
introduced,  and  that  is  thought  sufficient;  on  tlie  other 
hand,  in  paper  hangings,  curtains,  furniture  stuffs  etc.. 
Howlers  and  leaves  of  natural  form  and  color  are  preferred. 

It  is  different,  where  education  and  luxury,  or  at 
least  comfort  bear  rule.  Here  indeed  the  Rococo  style 
is  also  seen,  and  especially  of  late,  not  however  in  mere 
unconscious  existence,  hut  as  a  style  taken  up  again 
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and  imitated  consciously  with  artistic  intention.  It  is 
indeed  luit  a  com])aratively  small  i)arty  who  does  this, 
hut  like  others  it  is  a  party,  for  the  artistically  edu¬ 
cated  world  is  divided  nowadays  into  different  grou])S. 
Conscious  that  it  has  nothing  that  it  can  call  its  own, 
it  looks  abroad  to  that  Avhich  is  far  removed  from  it,  both 
as  to  time  and  place. 

Some  therefore  go  hack  to  the  past,  and  according 
to  their  individual  synq)athies,  or  because  they  meet  here 
and  there  with  some  striking  associations,  some  siq)]josed 
coincidence  ivith  the  aim  and  ])urport  of  the  ])resent 
day,  strive  for  the  revival  of  this  or  that  style  once 
dominant  in  l)ycgone  ages. 

As  a  conseipience  of  this  system  of  copying  and 
imitating,  all  the  styles  of  past  periods  in  Art  have,  in 
turns,  been  ])ut  to  the  test,  however  strange  and  uncon¬ 
genial  to  modeiTi  lialuts  and  feelings.  Doing  homage 
to  almost  pure  Paganism  on  the  one  hand,  and  pure 
Medirevalism  on  the  other,  Ave  have  endeavoured  to  repro¬ 
duce  the  sublimity  of  the  EgAq)tians,  the  intellectual 
grace  and  finish  of  the  Gi'eeks  or  Romans;  or  to  equal 
the  dazzling  s])lendour  of  the  Ryzantine,  and  the  lofty 
grandeur  and  constructive  perfection  displayed  in  Gothic 
Art.  Unable  hoAvever  to  ignore  the  gnlf  Avliich  separates 
Modern  Civilization  from  the  l)enighted  darkness  of  the 
Middle  Ages,  Ave  have  again  opposed  to  .Medirevalism  the 
cultivation  of  the  Renaissance  styles. 

In  the  1 5"'  century  simultaneously  Avith  the  Refor¬ 
mation  in  religious  matters,  Avhich  separated  Light  from 
Darkness,  a  great  change  in  Art  Avas  also  Avrought  as 
a  part  of  the  same  great  awakening  of  the  human  in¬ 
tellect.  This  darkness  vanished  Avith  the  INIiddle  Ages, 
and  a  neAv  light  daAvned  Avith  the  Renaissance.  I>iving 
ourselves  in  an  enlightened  age,  it  Avould  be  hut  natural 
to  regard  this  style  in  Avhich  progress  seems  still  pos¬ 
sible,  as  most  adapted  to  our  i)resent  Avants  and  AueAVS. 
Deviating  hoAvcver  from  the  straight  path,  Ave  have  in¬ 
dulged  in  the  reintroduction  of  the  styles  of  Louis  XIV, 
XV,  and  XVI  of  France;  all  more  or  less  unconstructive 
and  confused. 

Last  of  all  Ave  have  cast  our  eyes  upon  the  far  off 
countries  of  the  Eastern  World.  Enamoured  of  the  gor- 
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iieous  brilliancy,  of  the  richness  of  colors,  displayed  in 
Eastern  Art,  we  have  been  lost  in  contemplation  before 
the  productions  of  Persia,  India,  China,  and  Japan. 
All  of  exotic  growth,  they  have  not  taken  root  witli 
ns,  and  imitations  are  comparatively  scarce,  except  in 
carpets,  curtains,  and  hangings,  where  they  gain  ground 
more  and  more  every  day. 

This  retrospect,  it  must  be  confessed,  is  sufficiently 
unsatisfactory.  In  forsaking  the  true  path,  we,  the 
most  civilized  nations  of  the  world,  are  grasping  after 
shadows,  which  constantly  elude  us,  the  result  being  a 
confusion  of  styles  badly  copied  or  imitated,  their  cha¬ 
racteristic  features  frecpiently  misconstrued,  and  adopted 
more  as  a  matter  of  fashion,  then  as  a  true  and  living 
utterance  of  the  necessities  and  feelings  of  the  age. 
Their  details  are  often  so  mixed  together  that  we  some¬ 
times  see.  illustrated  in  one  and  the  same  object,  a 
conglomeration  of  the  worlds  history,  an  interval  of 
centuries  between  its  head  and  foot. 

Put  this  Label  of  confusion  is  not  even  deemed 
h.ufticient.  Why,  it  is  asked,  have  any  style  at  all? 
Since  it  is  Xature  which  lends  her  forms  to  Art,  let  us 
copy  her  forms  as  they  ajjpear,  as  closely  as  possible, 
and  apply  them  whether  suitable  or  not  to  the  object  we 
have  to  decorate.  'I’his,  the  i-ecipe  of  Naturalism  greatly 
in  vogue  nowadays,  cannot  be  condemned  too  strongly. 

Put  worse  than  this,  there  is  another  capital  offence, 
closely  connected  with  Naturalism.  Setting  at  nought 
tlie  nature  of  the  material,  together  with  the  purpose 
of  tlie  work,  and  its  most  rational  ex})ression  of  form, 
some  natural  leaf,  In'anch  or  dower,  or  it  may  be,  some 
•  dhei-  vegetalile  or  animal  produce  is  taken  up,  and 
made  to  i’e])i'e.sent  tlie  very  object  in  question.  Nor 
does  tills  most  jiernicious  system,  so  suicidal  to  true  art, 
stop  at  sinqile  lejiroductions  from  nature,  but  any  one 
thing  jiicked  up  at  hazard  according  to  the  decrepit 
fancy  of  some  brainless  head  (for  which  reason  probably 
these  jiroductions  ai'e  called  fancy  articles)  is  made  to 
repj-esent  any  othoi-  which  subsei'ves  quite  a  different 
(•ml.  Thus  for  instance,  a  hat  or  a  jockey’s  caji ,  liy 
making  a  hole  on  the  to]i ,  may  serve,  according  to 
size.  ;is  a  matchbox,  inkstand,  candlestick,  ladies’  com¬ 
panion.  cigarcase  oi'  tobaccobox,  which  destinations 
may  be  varied  at  jdeasure.  Substituting  also  one  mate¬ 
rial  loi'  another,  an  object  is  often  made  to  look  as  if 
it  were  of  dillereiit  stuff  from  that  of  which  it  really 
consi't-..  A  jiorcelain  vessid,  e.  g.,  may  receive  the  shape 
of  a  wooden  tub;  caskets  and  boxes,  instead  of  being 
mounted  in  metal,  aic  hound  by  what  is  to  repi'esent 
leather  straps,  nay  even  woiks  of  jirecious  metals  may 
not  look  like  gold  or  silver,  and  are  brought  into  forms 
borrowed  from  a  much  inferior  niatei  ial.  J’his  is  enough 
to  how  that  we  Inive  succeeded  to  bring  extravagance 
even  into  shape  and  system. 

What  ai-e  the  conserpiences  of  all  these  mischievous 
tendeiicic'  ?  We  have  ceased  to  be  guided  by  the  |)rin- 
ciple  on  whidi  true  ai't  was  at  all  times  jiractised. 
We  have  lo-t  sen -e  and  feeling  for  true  beauty  of  foi'in. 
We  ignore  even  the  simplest  dictates  of  common  sense, 
viz.,  that  eveiv  vessel,  every  article  for  necessity,  com¬ 
fort.  and  luxury,  has  some  distinctive  rational  foini,  the 


task  being  to  elaborate  this  into  the  form  of  beauty, 
that  each  material  is  marked  by  certain  artistic  qua¬ 
lities  which  must  be  brought  into  characteristic  shape, 
into  the  requisite  forms  of  exjjression. 

To  all  this  must  he  added  a  certain  deficiency  in 
the  treatment  of  relief  decoration,  especially  in  figure 
subjects,  frequently  too  free  and  prominent  in  design, 
and  without  due  regard  being  paid  to  the  main  object 
which  it  is  intended  to  decorate.  Last,  but  not  least, 
if  we  have  any  sense  at  all  of  color,  we  seem  to  be 
afraid  of  it,  and  to  lack  skill  in  its  employment. 

Certainly  these  are  convincing  symptoms  of  a  serious 
disease  which  however,  most  fortunately  for  ourselves,  is 
not  without  remedy.  The  conviction  of  our  deficiencies  is 
gradually  gaining  ground,  and  advice  is  offered  from  all 
sides,  through  which  we  may  hope  for  thorough  recovery. 

First  of  all,  as  a  radical  remedy,  the  style  of  some 
past  period  of  Art  is  set  forth  for  imitation,  and  if  pos¬ 
sible  for  further  progress  and  elaboration.  Put  as  to 
the  question  which  style  it  is  to  be,  the  profiferred  opi¬ 
nions  are  unfortunately  very  much  at  variance,  and  this 
has  led  to  that  false  position ,  that  confusion  and  help¬ 
lessness  in  matters  of  Art  already  pointed  out ,  with 
whicl)  we  are  to  day  afi’licted. 

Here  then  are  already  clearly  seen  the  reasons  why 
these  measures  have  met  with  no  success ;  but  there  still 
remains  another  inherent  cause.  Every  style  is  the 
creation  of  the  spirit  of  its  age,  and  expresses  in  a 
distinct  and  striking  form  the  character  of  that  age. 
Now  ^Ye  Moderns  have  so  widely  separated  ourselves 
from  the  Past,  that  none  of  its  characteristic  features 
and  consequently  none  of  its  styles  are  any  longer  sui¬ 
table  for  us ;  and  the  successful  revival  of  any  one  style 
could  only  be  expected  if  progress  therein  should  seem 
possible  and  if  it  were  universally  accepted,  and  so 
furnished  a  proof  of  its  conformity  to  modern  ideas. 

According  to  our  view  therefore  not  much  good  is 
done  by  the  revival  of  any  distinctive  past  style  what¬ 
ever.  Nor  is  the  creation  of  a  new  style  at  our  com¬ 
mand;  for  this  depends  not  on  the  views  or  talents  of 
a  few  individuals  but  is  the  result  of  the  progressive 
changes  of  the  age,  of  times  ever  varying  in  their  cha¬ 
racter  and  as])irations,  the  style  giving  an  artistic  and 
earnest  expression  to  their  wants  and  feelings.  We  must 
therefore  enter  altogether  upon  a  new  course,  by  which, 
in  cooperating  with  the  change  and  progress  of  time, 
we  may  iireimre  ourselves  for  the  future. 

For  this  purpose  it  is  altogether  necessary  to  place 
the  artistic  work  within  our  province  on  a  rational  foot¬ 
ing,  and  to  make  iabula  rasa  of  all  inconsistencies, 
perversions  and  excrescences. 

First  we  have  to  contend  with  that  Naturalism  which 
now  appears  our  most  dangerous  enemy.  Art  must  be  cut 
off  from  the  umbilical  coi'd  of  Nature  in  order  to  feel  her 
freedom.  She  must  become  the  mistress.  Nature  the  ser¬ 
vant  who  prepares  the  materials,  while  at  present  the 
reverse  is  the  case.  Wc  must  arrive  at  the  persuasion  that 
vegetable  or  animal  types  are  not  to  be  employed  just 
as  Nature  jii'oduces  them;  but  that  the  Genius  of  Art 
must  take  up  his  position  as  absolute  master,  and  dis- 
jiosc  and  transform  at  his  discretion.  Hence  the  neces- 
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sity  for  Conventionalism,  from  wliicli  however  does  not 
ensue  the  adoption  of  any  distinctive  past  style. 

Secondly,  an  unreasonable  incongruity  between  ma¬ 
terial  and  form  must  be  radically  put  aside.  It  is  a 
fundamental  error  to  suppose  that  the  realm  of  Taste, 
as  we  may  designate  the  field  of  Art-Industry  as  distinct 
from  pure  Art,  is  governed  by  no  law  whatever,  that  it 
may  be  the  arena  of  individual  preferences  and  that  the 
door  may  be  thrown  open  to  every  idea  and  every 
caprice.  On  the  contrary,  there  are  positive  and  distinct 
laws,  natural  rights  we  may  say,  which  are  not  to  he 
annulled  because  they  are  ignored  or  transgressed;  in¬ 
deed  the  art-workman  is  more  fettered  than  the  dis¬ 
ciple  of  high  Art ;  he  is  bound,  not  only  by  beauty  but 
also  by  the  purpose  of  his  work;  he  has  not  only  to 
look  to  beauty  of  form  hut  to  conformity  of  purpose, 
and  his  task  is  to  unite  both,  and  thus  to  produce 
beauty  and  conformity  in  one  and  the  same  form. 

These  laws  originate  in  the  destination  of  the 
object,  and  the  material  of  which  it  is  made.  A  de¬ 
terminate  purpose  demands  a  determinate  form,  which 
is  still  further  regulated  by  the  matenal  and  the  nature 
of  the  process  of  manufacture  it  has  to  undergo ;  in  fact 
the  dictates  of  common  sense,  and  their  observation  in 
each  particular  case  must  lead  to  different  forms  of 
expression.  This  may  be  sufficient  to  show  that  these 
laws  do  exist,  and  this  being  the  case  they  certainly 
are  made  to  be  observed  and  not  transgressed. 

But  when  this  point  is  reached,  that  is  far  from 
being  all  that  meets  our  present  need.  The  result  is 
but  negative;  the  field  is  cleared  of  weeds,  the  ground 
levelled  and  prepared  for  new  produce,  freed  from  the 
obstructions  of  former  failings;  and  can  only  be  termed 
positive  so  far  as  the  laws  of  the  true  have  been 
brought  to  light.  But  the  practical  result  may  be 
expected  by  superadding  a  judicious  artistic  education, 
always  of  course  taking  for  granted  that  innate  talent 
which  is  above  everything  necessary  in  the  World  of  Art. 

We  have  already  pointed  out  that  under  the  in¬ 
fluence  of  these  perverted  practices,  the  conception  of 
form,  the  taste  for  the  beautiful  has  been  lost.  This 
recognition  must  return;  the  eye  must  be  open  to  form, 
that  is  the  great  point ;  then  the  sense  of  color  must 
be  reawakened  and  this  is  not  possible  by  means  of 
theory  alone,  or  by  mere  knowledge  of  the  laws.  The 
eye  can  only  be  educated  by  exercise  of  sight,  by  repea¬ 
ted  contemplation  and  study  of  the  beautiful.  Where 
are  we  to  find  this?  Not  in  nature  alone;  not  at  least 
in  such  a  manner  as  to  be  of  immediate  use  to  the 
artist.  To  become  a  master  of  his  Art,  his  task  must 
be  to  subdue  even  Nature  herself  by  conventional  ren¬ 
dering  of  her  types,  and  this  he  will  learn  by  turning 
to  existing  works  of  art,  the  relics  of  the  past,  and 
exercising  his  eyes  and  understanding  upon  them. 

Hence  arises  the  necessity  for  the  establishment  of 
museums  for  the  collection  of  works  of  art  belonging 
to  all  the  departments  of  Art-Industry,  easily  accessible 


to  the  artist  and  art -workman  for  observation,  study, 
and  copying;  and  to  the  public  also  for  general  promo¬ 
tion  of  taste  and  judgement.  With  them,  for  without 
such  aid  the  process  might  be  too  slow,  should  be  com¬ 
bined  instruction  on  the  nature  and  characteristic  diffe¬ 
rences  of  styles ,  and  the  laws  of  structure ,  form  and 
ornamentation,  on  the  employment  and  effect  of  deco¬ 
rative  coloring  etc.,  all  illustrated  by  the  examples  before 
the  students’  eyes. 

But  this  is  not  enough.  The  keystone  of  the  whole 
building  is  yet  to  be  added:  Schools  for  technical  and 
industrial  education  established  for  the  disciple  of  art- 
industry,  the  artisan  himself.  Till  now,  where  the  higher 
tasks  of  art-industry  were  required  recourse  was  fre¬ 
quently  had  to  the  artists  „par  excellence especially 
to  the  painter  and  architect,  not  because  such  tasks 
were  within  their  particular  province,  but  because  in¬ 
dustry  had  no  artists  of  its  own.  The  consequence  was 
that  these  problems  were  for  the  most  part  not  solved 
according  to  their  own  inherent  spirit,  and  the  results 
came  out  either  too  pictorial  or  too  architectural. 
Painters  swept  far  beyond  the  limits  imposed  by  the 
material  employed,  and  architects  remained  within  too 
narrow  a  range,  deriving  their  ornaments  from  the  hard 
and  inflexible  stone. 

It  is  only  the  man  who  is  perfectly  acquainted 
witli  the  material,  its  peculiarities  and  capabilities,  that 
keeps  within  the  proper  limits  and  proper  measures  of 
liberty,  and  therefore  it  is  necessary  that  the  artisan 
should  suffice  for  himself  as  to  the  artistic  work  which 
comes  before  him ;  that,  as  was  the  case  in  olden  times, 
he  should  be  himself  an  artist  in  his  own  peculiar 
sphere.  To  this  the  schools  for  technical  and  industrial 
education  must  help  him  by  affording  means  of  instruc¬ 
tion  suited  to  the  special  department  with  which  he 
may  be  connected,  and  conducive  to  his  training  from 
mere  imitation  to  invention ;  from  simple  copies  and 
designs  on  paper  to  compositions  in  the  material  itself,  to 
original  productions  of  art-workmanship,  and  where  great 
talent  is  displayed  even  to  creations  of  high  Art  itself. 

When  all  this  is  accomplished,  and  the  public  mind 
duly  imbued  with  our  present  need,  demanding 

1.  the  repudiation  of  naturalism; 

2.  the  extermination  of  all  extravagancies  and 
follies ; 

.  3,  the  formation  of  a  sense  of  the  beautiful; 

4.  the  improvement  of  the  artisans  themselves 
into  artists  by  schools  of  art  in  as  many  pla¬ 
ces  as  possible; 

then  indeed  may  we  hope  that  the  object  we  have  at 
heart  may  be  speedily  realized.  Happily  this  is  not  now 
a  mere  hope;  for  the  necessity  is  universally  acknow¬ 
ledged,  and  many,  though  not  a  sufl’icient  number  of 
institutions  of  such  a  character  are  being  here  and  there 
called  into  existence,  so  that  a  brighter  future  begins  to 
dawn  before  our  eyes. 
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Specimens  of  Ornamentation. 


No.  3. 


Nos.  1  and  2.  ]’oiTion  ol  a  rij-ecian  Doric  Cornice;  Section  and  Elevation. 

Tlje  corona  or  dri]),  the  most  prominent  jiart  of  the  cornice,  with  the  nosing  on  its  lower  end,  has  projecting  blocks  called 
nintnleu.  from  wliicli  are  snsjic.nded  a,  Tinnibcr  of  .small  guttac  or  drops,  woi'ked  on  its  under  surface  or  soffit.  The  crowning  members 
of  the  coimice  are  enriched  by  colored  oi-nannmt.  'J'lie.  cy7natium ,  S(!]mra.ting  the  corona  from  the  cyma,  shows  painted  overhanging 
h'avcH.  alternately  blue,  red  and  green,  viz.  the  hu-e  of  the  leaf  either  red  with  Iduo  reverse,  or  blue  with  red  reverse,  borders  and  veins 
.•(,rre-p.inding  to  the  color  of  tlje  leaves,  either  blue  and  red,  or  red  and  blue,  and  relieved  by  the  green  ground  of  the  intervening 
npac  '.  l!.,ld"lioTis'headM.  forming  water-spouts,  ]iroject  fi'om  the  cyma  at  ecpial  intervals,  decorated  with  painted  honey-suckle  ornament, 
the  scrolls  moMly  yellow,  the  leaves  alternatidy  blue  and  red,  tin;  lions’  heads  beitig  white  and  red  picked  out  with  gold.  Tlie  roof  is 
covep-d  witli  flat  and  roof  tiles,  sometimes  of  marble,  sojnetiTiies  of  liakcd  clay.  Our  drawing  shows  also  part  of  the  frieze  forming  the 
mi<hlle  division  of  the  Doric  entablatun;,  d(!corated  with  tlie  triglyphs  and  metopes  repeated  at  equal  intervals  the  forrner  as  well 
as  the  mutules  and  ili’ojjs  being  usually  jiaintod  blue,  the  latter  red.  The  plane  face  of  the  arcliitrave,  the  lowest  division  of  the 
enlaldaturc  hiot  represented  in  rmr  engraving)  was  jjrobably  left  white  or  merely  ornamented  with  metal  shields  or  inscriptions. 

'J'he  colors  now  generally  admitted  to  have  been  used  extensively,  both  internally  and  externally,  in  the  Greek  temples  have 
been  supplied  in  our  specimen  from  the  best  authorities. 

No.  o.  Corner  Piece  of  a  lloman  Frieze  worked  in  marble. 


'  11  I'll 

No.  5. 


No.  4.  Portion  of  painted  Compartment  from  the  open  roof  of  the  Catliedral  at  Messina  (1130).  Specimen  of  Arahian 

style  under  Greek  influence. 

The  ornament  loft  white  in  our  drawing,  is  picked  out  in  gold  and  relieved  by  colored  grounds  of  vermillion  and  deep  hhr\  the  former 

indicated  hy  light  horizontal,  the  latter  l)y  darker  sliading. 

The  profile,  illustrating  the  mouldings  of  the  recess,  is  drawn  in  tlie  elevation. 

No.  5.  Early  Gotliic  foliated  String-course,  under  windows  of  the  cliurch  at  Morct  (France). 


The  Workshoj).  1863, 
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No.  G. 


No.  7. 


No.  1).  I’oi-tioii  of  late  (iot.liic  hanil  of  foliage  from  the  cliurch  at  Auxerre  (France,  15**'  Century). 
\o.  7.  Uonaissanco  Frieze  from  the  Louvre,  Paris,  time  of  Henry  II.  middle  of  16*''  Century. 
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No.  9.  No.  11.  No.  10. 


No3.  9,  10  and  11.  Memorial  Stone  with  basin  for  holy  water  worked  in  new-red  sandstone;  for  details  see  supplement  Nos.  1 — 4. 
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Xos.  lU  ;niil  \4.  ('ai’vcd  dlljoiiy  Siilcdoard. 

■|  hr  |irdr't;d  with  ncX  of  drawers  tiiid  side  euphoards.  —  'J’lio  l)aek  of  the  upper  part  is  highly  polished,  as  are  also  the 
ehiirjI-M-  and  jilaiii  inoiddiiie’s.  the  veins  of  ornanieidal  leaves,  the  headrolls,  dowers,  and  knobs,  everything  else  heiiig  left  rough;  the 
ornariirnt-;  on  the  t'o minut inn  of  the  up|ier  part,  with  the  exe(;]ition  of  the  head  in  the  centre  are  deeply  incised,  as  are  the  little 
‘irnament ^  eneireling  tlm  k'  vholry.  and  the  thin  stalks  and  tendrils  of  the  foliage.  If  a  more  simple  treatment  is  preferred,  the 
ornann'iital  iiniuhlinns  7nav  be  h  ft  [ilain.  and  the  fiuit  and  dead  game  in  the  panels  su2)]ircsscd.  I' or  details  see  suji^denient  No.  10. 
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No.  18. 

Nos.  15 — 19.  Seal  and  Papercutters. 
The  papercutter,  Nos.  17  and 
blade  of  polished  steel  with  inlaid  gold 
dance  with  the  material. 


No.  19. 

The  seal  designed  for  execution  in  oxidated  silver,  is  provided  with  a  stone  for  engraving. 

18,  with  similar  conventional  forms  as  the  seal,  has  a  handle  also  of  oxidated  silver  and  the 
ornaments.  —  No.  19,  Carved  in  ivory  or  wood,  assumes  forms  dilferent  in  character,  in  accor- 
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No.  2U. 


No.  20.  Modern  ^lorosquc  Carpet  woven  in  Jacij^uard  loom. 

Till'  (^M'onnd  of  liorders  and  (!cnlro  jiicco  Is  I’oil  witli  ornaTiicnts  in  Imff,  framed  in  yellow  lines  and  Clue  corners  represented  Cy  hori- 
zoidal  shading;  the  diai)cr  pattern  of  the  centre  being  huff  with  blue  lozenges  on  black  ground. 


IB 


Nos.  21  and  22. 


Modern  Ceiling  in  Stucco  for  a  dining  room. 

The  ceiling,  in  imitation  of  different  woods,  is  painted  in  Idended  brown  tints  relieved  by  gold.  The  fruit  pieces  arranged  in 
four  medallions,  are  painted  on  gold  ground,  in  various  colors,  according  to  nalure;  tlie  color  of  tlie  walls  is  dark  green  —  fur  details 
see  supjdement  Nos.  5—1). 

The  Workshop.  180S.  -t 
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No.  23. 


No.  24. 


Nos.  23  :ni(l  21.  Wron^rlit  Iron  firillos,  wiili  cast,  iron  ornaincnis,  for  tlic  U])ppr  glazed  part  of  two  folding  house  doors. 
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From  the  Paris  Exhibition. 

Nos.  25 — 27.  Specimens  of  simple  Wood  sawings;  'ji  of  real  size. 

No.  25  is  an  Ornamental  Cresting  of  tlie  Norwegian,  No.  27  of  the  Russian  Section,  and  No.  20  shows  the  Ornamental  Termination 

crowning  a  door  of  the  Russian  Section. 


No.  30. 


No.  29. 


No.  30. 


Nos.  28 — 30.  Modern  ariicles  of  Jewellery,  Bracelet.,  Broocli  and  Kar-pendants  with  mounted  Cameos.  For  Cameos  Corals,  Amethysts 

or  other  stones  may  lie  sulistituted. 


Va  R  I  O  U  S. 


Arcliteologic  Excavations  at  Rome. 

.\  treasure-trove  of  uncommon  value  was  ohtained,  a  few  weeks 
ae-o.  throunli  works  of  excavation  helow  the  garden  of  the  convent 
attached  to  SS  Cosmoe  Damiano,  the  church  on  the  Forum, 
ll'-re  have  heen  found,  at  considerable  de])th,  eight  additional  frag¬ 
ments  of  the  fatnouH  Pianta  Cajiitolina.  the  jilan  of  Pome 
iiieisi-d  on  marhle,  reierre-d  to  the  times  of  Septimius  Severus  or 
.\ntoninui  t'aracalla,  tind  believed  to  have  formed  the  jiavement  of 
that  teinjile;  other  jiriiieipal  portions,  brought  to  light  near  the 
same  spot  in  the  sixteenlli  century,  being  now  in  the  Capitoline 
.Museum  (hetice  the  conventional  name),  where  they  occupy  twenty- 
six  coinpartinetits  set  intu  the  walls  of  the  chief  staircase.  Of 
these,  newly  discovered  fragments  two  are  large,  comparatively 
sjieaking;  aTuong  the  smallest  and  most  valuable  of  the  others  is 
one  oTi  which  we  see  the  well-nigh  com])lete  ])lan  of  the  Portico  of 
Livia  on  the  Fsijiiiline  Hill,  an  oblong  parallelogram  surrounded 
with  a  double  colonnade,  and  containing,  at  its  centre,  what  seems 
a  small  tenijilo  within  its  sacred  enclosure,  also  a  iiarallelogram, 
the  name  ■Porticiis  Liviae,«  preserved  in  lai'gc  letters  on  the  sur¬ 
face.  The  fragment  next  in  iin]iorlance  jiriisents  an  edifice  recog¬ 
nisable  as  a  basilica,  divided  into  three  aisles  by  colonnades,  and 
with  a  hernicycle  at  one  extremity,  but  no  name  here  preserved; 
the  other  portions  arc  likewise  wanting  in  re.s[)ect  to  names,  but 
on  one  are  tlie  letters  f,  on  another  N  alone  left.  'I'hese  mar¬ 
bles  have  been  lithograjihed  and  will  be  eventually  placed  beside 
their  companion-pieces  in  the  f.'a])itol.  The  same  diggings  behind 
the  church  on  the  Forum  brought  to  light  considerable  masses  of 


brickwork,  and  remains  of  a  corkscrew'  staircase,  that  obviously 
pertain  to  the  adjacent  liasilica,  called  after  Constantine,  though 
liuilt  liy  Maxentius,  the  three  enormous  arcades  of  which  are  so 
grandly  conspicuous.  (The  Builder.) 


Coat  of  oil  on  Cement. 

A  durable  coat  of  oil  on  cement  may  be  obtained  by  painting 
the  surface  three  or  four  times  wdth  acetic  acid,  before  giving  the 
coat  of  oil. 


Galvanised  Iron  Cisterns. 

Recent  experiments  conducted  by  the  French  Government  show' 
that  the  w'ater-tanks  on  hoard  a  ship  should  be  coated  inside  with 
tin,  and  not  with  galvanised  iron,  as  at  present.  It  was  discovered 
that  the  water,  under  certain  various  conditions,  dissolved  the  zinc 
olf  the  iron,  and  rendered  it  injurious  to  health. 


New  Museums  for  Art  and  Industry. 

In  Dresden,  serious  consideration,  caused  by  the  experience 
made  at  the  Paris  Exhibition,  is  now  beiTig  bestow'ed  on  the  plan 
for  establishing  a  Musemn  for  Art  and  Industry.  In  Cologne  also 
they  arc  about  to  found  for  the  Rhenish  countries  and  for  West- 
lihalia  a  Museum  of  Art  and  Industry  with  exhibitions  and  perma¬ 
nent  Schools  for  Technical  Education. 


Edited 

Prof.W.Baumer,  I.Schnorr  AMD  Others. 
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On  the  Structure  of  the  Candelabrum. 

(A  comparative  Study) 


Intimately  connected  with  the  grand  and  imposing 
architectural  productions  of  Roman  Antiquity  which  ex¬ 
cite  the  admiration  of  the  present  age,  there  are  other 
creations  closely  associated  with  them,  which  exercise  an 
almost  equal  fascination  on  the  mind  —  those  rich  and 
magnificient  Specimens  of  the  Decorative  Arts,  such  as 
^Marbles,  Implements  of  Bronze,  etc.,  for  the  service  of 
the  Temple,  or  for  Palatial  and  Domestic  use,  in  which 
the  artistic  genius  is  allowed  more  scope  for  the  deve¬ 
lopment  of  its  creative  powers. 

In  these  creations  are  strikingly  revealed  the  refined 
taste  for  the  beautiful,  and  the  astonishing  talent  for 
composition  existing  among  the  Ancients.  In  their  pro¬ 
ductions,  all  of  which  hear  the  stamp  of  great  piirity  and 
beauty  of  form;  we  see  the  same  idea  again  and  again 
repeated,  hut  with  an  ever  varying  expression  of  form, 
while  the  ornamentation,  never  frivolous  or  misplaced, 
always  seems  to  spring  spontaneously  from  some  innate 
necessity. 

But,  notwithstanding  this  exuberant  richness  of  orna¬ 
mental  forms,  a  careful  and  wise  economy  of  them  may 
he  remarked  in  every  single  specimen  of  the  class  to 
which  it  belongs.  Amongst  these  specimens  the  Can¬ 
delabrum  occupies  a  conspicuous  place  in  a  practical  as 
well  as  in  a  decorative  and  artistic  point  of  view.  In 
the  first  sense,  as  a  portable  object  for  domestic  use, 
it  comes,  somewhat  altered  in  foi’in,  within  range  of  the 
present  wants  and  requirements  of  common  daily  life. 

The  small  Bronze  Candelabrum  answers  to  our  or¬ 
dinary  candlestick:  the  Temple  Candelabrum  becomes 
the  more  significative  Paschal  Candle  Standard  employed 
'  in  the  early  Christian,  and  ever  since  in  the  Roman 
Catholic  Church,  or  serves  in  modern  times  for  the 
embellishment  of  public  buildings  and  squares.  Not 
exactly  designed  as  a  means  of  support,  the  candelabrum 
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seems  chiefly  intended  for  the  mere  reception  and  ele¬ 
vation  of  the  light.  In  accordance  with  this,  and  its 
more  sul)ordinate  purpose,  viz.,  to  serve  as  a  means  for 
transmitting  and  giving  support,  three  important  struc¬ 
tural  features  are  to  be  distinguished,  the  Head,  the 
Stem  and  the  Base,  together  Avith  their  connecting  and 
subordinate  parts,  such  as  fillet,  bead,  etc.  The  head, 
Avith  its  boldly  jArojecting  cup  of  foliage  croAvning  the 
Avliole;  the  vertical  and  cylindrical  stem,  as  an  inter¬ 
mediate  vehicle  of  transmission ;  the  base,  bending  as  it 
Avere  under  its  Aveight;  —  all  three  appear  equally  Avell 
calculated  to  sul)serve  their  respective  purposes,  and  give 
to  the  candelabrum  in  its  entirety  a  truthful  and  cha¬ 
racteristic  expression  of  form. 

Thus,  in  order  to  convey  the  inqAression  of  stal)ility, 
the  Antifpie  Bronze  Lamp  Standard  rests  on  three  boldly 
extended  claAvs,  combined  Avith  honey-suckle  or  other  types 
of  conventional  or  natural  foliage  (Figs.  1  and  2j.  From 
these,  as  a  means  of  support  corresponding  to  the  perfect 
elegance  of  its  termination,  springs  the  shaft  in  the  shape 
of  a  slender  fluted  column,  or  rather  stem,  throAving  off 
ornaments  more  or  less  rich  Avhich  cling  round  the  bell 
of  the  capital,  on  the  top  of  Avhich  rests  a  large  tile  or 
abacus  carrying  the  lamp  Avhich  is  never  a  fixture  (Fig.  3). 
A  group  of  elegant  leaves  round  the  loAver  end  of  the 
shaft,  and  in  like  manner  an  appropriate  ornamentation 
of  foliage  or  architectural  mouldings  on  the  necking, 
form  graceful  transitions  betAveen  the  base,  the  shaft,  and 
the  bell  of  the  capital. 

Essentially  different  in  its  structural  features  is  the 
Marble  Candelabrum;  the  difference  in  material,  as  Avell 
as  in  purpose,  demanding  more  earnestness  and  dignity 
both  in  conception  and  expression. 

The  foot,  exhibiting  greater  massiveness  and  solidity, 
is  formed  according  to  the  shape  of  the  trilateral,  and 
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less  frequently  the  quadrilateral  pedestals  which  were 
formerly  much  in  use,  especially  for  tripods.  The  three 
planes  are  enriched  with  ornaments  in  relief,  their  lower 
angles  resting  on  lions’claws  attached  to  the  busts  of 
sphinxes,  the  upper  corners  decorated  with  heads  of 
sacriticial  animals.  The  shaft,  connected  with  the  pede¬ 
stal  hy  finely  designed  horizontal  mouldings,  rises  in 
elastic  and  delicate  contours  —  the  curve  not  dissimilar 
to  the  general  outline  of  vases  —  and  terminates  in  a 
decided  cup  or  vase  of  bold  design.  (Figs.  5  and  8.) 

In  a  comparative  study  of  analogous  art-productions 
of  later  periods  we  find  only  the  masters  of  the  Renais¬ 
sance  showing,  in  their  creations,  ideas  and  forms  closely 
associated  with  the  antique.  Greatly  attracted  and  ani¬ 
mated  hy  the  works  of  the  Ancients  both  in  Architec¬ 
ture  proper,  and  in  the  Decorative  Arts,  and  keenly 
appreciating  the  Genius  revealed  in  the  creations  of 
Classical  Art,  we  see  them  earnestly  and  intelligently 
endeavouring  to  make  the  most  of  the  inheritance  recei¬ 
ved  form  their  predecessors.  Always  original  in  the 
structural  features  of  their  compositions,  they  derive  only 
the  form  of  expression  from  tlie  Antique,  borrowing  or 
imitating  its  details.  In  these  their  works  are  equal  to 
those  of  Classical  Art,  while  in  jiiany  examples  the  artists 
of  the  Renaissance  surpass  their  predecessors  in  exube¬ 
rance  and  richness  of  composition. 

The  Marble  Candelabrum  of  the  Renaissance  is  de¬ 
signed  in  strict  accordance  Avith  the  laAvs  observed  in 
that  of  the  Antiipie.  There  are  the  same  three  struc¬ 
tural  featui'cs  as  true  expressions  of  the  same  three  ])ur- 
l)Oses  they  have  to  fultil.  f)n  a  triangular  or  square 
pedestal  rises  the  delicately  curved  shaft  terminating  in 
form  f)f  a  caq). 

The  Bronze  Standard  compared  Avith  its  antique 
niodel  undergoes  a  change  in  the  structure  of  the  shaft 
.and  foot,  this  being  an  ineA’itahle  consequence  of  another 
form  given  to  the  head,  a  change  Avhich  in  its  turn  is 
i-endered  necessary  hy  the  introduction  of  a  nCAV  source 
of  light  —  the  candle  —  instead  of  the  lamp.  Th  foot, 
in  adaptation  to  these  neAV  statical  and  aesthetic  charac- 
tei’istics,  is  rendered  more  massive  hy  being  less  pierced 
(I’igs.  (i,  7,  h  and  lO);  Avhile  the  shaft  takes  a  cuiTe 
similni-  to  that  of  the  Marble  Candelabrum.  From  the 
latter  also  is  derivetl  the  magniticent  Bronze  Candelahrum, 
or  Paschal  Candle  Standard,  marked  hy  rich  statuary 
decoi'ations,  and  a  jjompous  prodigality  of  ornament. 
In  o])positions  to  the  antique,  avc  iioav  find  the  lamp. 


Avhen  it  appears  combined  with  the  candelabrum,  no 
longer  moveable  as  observed  above,  but  firmly  joined 
with  it.  Above  the  cup,  finishing  the  shaft,  rises  the 
bellied  vase  (Fig.  4)  carrying  the  light,  thus  enriching 
the  termination  by  a  double  crown. 

In  modern  times  the  discovery  of  gas  gave  rise  to 
a  neAV  system  of  illumination  demanding  another  con¬ 
structive  arrangement,  but  unfortunately  Ave  have  not 
been  quite  so  successful  here  as  the  Cinque-centists  in  a 
similar,  previously  mentioned  case. 

Seldom  indeed  do  Ave  find  due  consideration  hestoAv- 
ed  on  the  neAV  characteristics  to  Avhich  an  artistic  and 
tangible  form  of  expression  should  be  given,  auz.,  the 
impossibility  of  any  displacement,  the  peculiarities  of  the 
burner,  and  the  form  of  the  shaft  Avhich  this  suggests 
in  a  certain  degree.  Our  utilitarian  mind  is  satisfied 
by  merely  adding,  for  this  purpose,  to  the  traditional 
models,  a  leaden  conducting-pipe  in  the  direction  of  the 
longitudinal  axis,  the  burner  in  many  cases  taking  the 
unmeaning  and  spiritless  form  of  a  candle-end. 

This  most  convenient  but  idle  system  of  borroAving 
and  adapting  to  our  OAvn  purposes  the  already  existing 
objects  of  art,  and  the  consequent  neglect,  frequently 
observable  in  the  prominent  features  of  our  Avorks,  of 
the  old  fundamental  laAvs  of  common  sense,  of  adaptation 
to  the  purposes  the  Avorks  have  to  fulfil,  and  of  truthfulness 
of  expression  Avith  regard  to  the  requirements  out  of 
Avhich  they  have  groAvn;  this  building  iqA,  in  short,  of 
decorative  forms  Avithout  any  clear  appreciation  of  their 
aim  and  purport;  this  is  the  cause  of  so  many  unhappy 
productions  in  the  Technic  Arts  during  the  last  tAventy 
or  thirty  years. 

To  all  this  must  be  added  a  prevailing  tendency 
to  experimentalise  in  all  sorts  of  styles,  a  tendency,  Avhich 
resulting  form  an  all-poAverful  Fashion,  and  subject  to 
her  ever-varying  and  capricious  demands,  is  easily  satis¬ 
fied  Avith  the  mere  outAvard  mask  of  a  style,  and  thus 
renders  impossible  a  clear  unterstanding  of  the  intellec¬ 
tual  value  of  any  period  in  Art. 

To  this  platitude  and  uncertainty  in  questions  of 
Style  and  Art  Ave  Avish  to  oppose  an  earnest  study  of  the 
AVorks  of  our  old  masters  in  Art,  the  ancient  Greeks 
and  Romans.  Imbued  Avith  their  truthful  spirit,  the 
masters  of  the  Renaissance  applied  themselves  in  earnest 
to  elaborate  the  problems  fallen  to  their  lot  into  works 
most  grand  and  successful.  Under  similar  conditions  we 
may  be  sure  of  similar  results. 


REFERENCES. 

Figs.  1 ,  2  and  3  from  the  Museo  nazionale,  Florence. 
Fig.  G  from  San  Lorenzo,  Florence. 

Figs.  6  and  8  from  the  Museum  of  the  Vatican,  Rome. 
Fig.  4  from  San  Andrea  della  Valle,  Rome. 

Figs.  7,  9,  10  from  the  Museum  of  Bargello,  Florence. 
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Specimens  of  Ornamentation. 


Xo.  I.  TJjiper  jiart  of  a  Grecian  Memorial-Stone  (Stele). 


T1)C  Memorial  Stone  of  the  Greeks  consisted  generally  of  a  slight  perpendicular  slab  or  pillar  of  marble,  frequently  bearing- 
an  inscri|)tion  on  the  face.  Flowers  or  cups  in  relief,  commemorative  of  the  offering,  were  also  carved  upon  it.  The  upper  part  was- 
vlways  marked  by  a  small  cornice,  an  ornamental  termination,  as  above,  crowning  the  whole. 
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No.  3. 

Xo.  2.  Grecian  Floral  Ornament  on  the  necking  of  the  c  >lumns  of  the  Erechtheinin  at  Athens. 

To  the  left  is  the  section  through  the  honeysuckle,  to  the  right  the  section  through  the  lotus, 
clearly  defining  the  profiles  of  the  ornament. 

Xo.  3.  Roman  flower. 

By  comparing  this  with  Xos.  1  and  2  we  have  an  appropriate  illustration  of  the  distinctive  characteristic  features  of  Roman  and  Grecian 
ornament,  the  former  being  marked  by  great  vigour  of  treatment,  sometimes  on  the  very  verge  of  direct  imitation  of  nature,  the  latter 
by  that  exquisite  feeling  and  perfection  of  form  beautifully  conventionalised,  which  only  the  Greeks  imparted  to  their  designs. 

The  Workshop.  ^ 
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No.  5. 

No.  -4.  {!iipital  of  n  I’illar.  Early  (lotliic  Style.  13*‘‘  century. 
No.  5.  Modern  Ornamental  Frieze,  in  stucco. 


id 


'j-  No.  10. 

No.  G.  Modern  Lions’  liead,  carved  in  stone,  decorating  the  parapet  of  the  Imperial  Pavilion  of  the  New  Opera  House.  Paris. 

'  Ch.  Gamier,  architect  (see  No.  8,  I’art  1). 

Nos.  7  and  8.  French  Eenaissance  Panels;  style  of  Henry  III.  (1574  —  15S9). 

^^os.  9  and  10.  French  Renaissance  Flowers;  style  of  Louis  XIII.  (1610 — 1643).  Here  we  perceive  already  a  tendency  to  imitate  the 
ancient  Roman  ornament,  a  principle  afterwards,  in  the  time  of  Loiiis  XIV.,  generally  adopted. 
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No.  12.  If 

x„.  „  «„,l  12.  Ornament,!  Oeteil.  For  the  .leeorn.ion  of  ,«es 

mol-pririf.nf;  in  gol.l  and  colors.  -  partly  red  in  centre;  the  centre  portion  of 

■iJtYrittlair- ^ 
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No.  14. 


From  the  Paris  Exhibition. 

Nos.  13  and  14.  Portion  of  a  Dessert-Service,  with  bronze  supports  and  dishes  of  eng-raved  crystal,  designed 
by  Til.  Hansen,  Architect,  execnted  by  J.  &  L.  Lobmeyr,  Vienna. 


Tl.e  \V'ork^hop. 
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Nos.  15 — 17.  Moderii  Porcelain  Stove;  fi’ont,  side-elevation  and  plan. 
For  full-size  details  see  supplement  Nos.  1 — 4. 
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No.  18. 


Nos  18,  19  and  20.  Stick  and  Umbrella-Stand  in  ebony;  elevation  and  plans. 

No.  12  of  supplement  gives  the  necessary  full-size  details  for  this  as  well  as  for  a  more  simplified  article  of  furniture  of 

the  same  kind. 
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Xo.  21. 


No.  22. 


Nos.  21 — 2.3.  Modcni  Walnut  Work-table. 

'I'lic  slab  cnricbcfl  by  iiilaiil  work  for  which  sec  Nos.  5 — 9  of  supplement. 


Nos.  21 — 20.  Walnut  Foot-stool  with  embroidered  covering. 
For  full-size  details  sec  Nos.  10  and  11  of  supiilement. 
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No.  29. 


No.  29.  (Jompartment  of  a  Waggon  vault  over  Corridor  of  Sacristy,  San  Spirito,  Florence  by  Andrea  San  Sovino  (ob.  1529). 

No,  30.  Plan  of  rectangular  area  of  the  above  corridor  with  the  surmounting  semi-circular  vault  showing  altogether  15  compartments. 
'J’he  mouldings  compared  with  the  Renaissance  sculptures  of  the  spandrils  are  very  vigorous. 
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No.  31. 


From  the  Paris  Exhibition. 

No.  31.  Side  table  (Russian  section),  designed  by  M.  Benard,  Architect,  Paris, 
executed  in  deal  at  St.  Petersburg,  scale  */io  of  the  real  size.  The  horizontal  piece  joining  the  2  legs,  besides  being  fastened  to  tho 

2  sides  by  dove-tail  tenons,  is  fixed  to  them  by  a  brass-screw. 

Nos.  32  and  33.  Wrought  Iron  Grilles  of  Strahow  Monastery,  Prague,  late  Renaissance  style. 
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Various. 


Origin  and  Signification  of  Winged  figures  in 
Grecian  Art. 

Many  of  the  different  figures  in  Modern  Art  particularly  Angels, 
are  reijresented  with  wings  which,  though  now  familiar  to  our 
eye,  are  by  no  means  an  invention  of  modern  time.  To  Angels  for 
instance  they  are  not  given  from  any  religious  or  philosophical 
reason,  nor  in  oi’der  to  express  any  of  the  attributes  ascribed  to 
them ;  they  have  originated  directly  out  of  the  customs  of  Grecian 
and  Roman  Antiquity. 

It  was  quite  contrary  both  to  the  religious  and  artistic  feeling 
of  the  Greeks  to  represent  their  chief  Gods  with  wings,  an  element 
quite  incongruous  to  the  human  forms  under  which  they  were 
genei-ally  portrayed.  In  the  East,  the  Gods  were  endowed,  not 
only  with  wings,  but  also  witli  other  symbolic  additions  from  the 
animal  kingdom,  for  there,  besides  winged  male  and  female  figures, 
we  see  bulls  and  lions  with  human  heads,  an  addition  qiiite  foreign 
to  their  nature,  and  on  the  other  hand,  human  beings  represented 
with  heads  of  lions,  eagles,  etc.  —  The  Greeks  however  gave  expres¬ 
sion  to  the  Glory  of  their  Divinities  by  what  came  nearest  to  their 
ideas  of  perfection,  viz ;  by  the  human  form  only,  without  symboli¬ 
sing  their  superhuman  attributes  by  any  form  foreign  to  the  human, 
or  b\’  any  element  incongruous  to  its  nature. 

Wherever  we  find  anything  of  the  kind,  as  in  the  single  in¬ 
stance,  of  the  Goddess  Artemis,  direct  oriental  influence  and  tra¬ 
dition  may  be  inferred. 

Still,  the  more  ancient  style  of  Grecian  Art,  principally  known 
to  us  through  the  images  adorning  the  terra-cotta  vases,  improperly 
termed  » Etruscan  Yases«  does  not  disdain  to  provide  with  wings 
some  of  the  more  subordinate  beings  of  the  superhuman  sphere, 
whose  ])rovince  it  was  to  bring  danger  and  destruction  to  man. 
Here  tlie  wings  were  illustrative  of  the  wind-like  and  inevitable 
swiftness  with  which  they  overtook  their  victims,  and  the  more  so, 
as  destruction,  threatened  by  these  beings,  is  also  represented  by 
other  creations  of  the  imagination,  equally  foreign  to  the  beauty 
of  the  human  body,  as  for  example  by  the  Gorgons,  Eris,  the  God¬ 
dess  of  contention,  the  Demons  of  Death,  and  partly  the  Harpies. 

Resides  these,  the  more  ancient  Art  added  wings  to  some  other 
beings,  not  invested  with  destructive  power  against  mankind,  only 
in  rirder  to  display  by  some  outward  sign,  the  amazing  speed  as¬ 
cribed  especially  to  them.  Such  is  the  case  with  the  Deities  of 
the  wind,  with  Iris  the  messenger  of  the  Gods,  with  Eos  or  Aurora, 
with  tlie  winged  Horses,  the  latter  perhaps  originating  from  oriental 
preeedimts,  ami  aiterwards  ado|)ted  by  the  Greeks  for  Deities  of 
the  Sea,  and  of  the  Sun,  in  order  to  illustrate  the  rapidity  of  cha¬ 
riots  ami  of  the  Sun.  In  like  manner  we  often  see  Triptolemus, 
the  father  of  .\griculture,  liorne  over  the  Earth  in  a  light  Chariot, 
witli  wing-'  attafdied  to  the  wheels.  Gn  the  other  hand,  Hermes, 
one  of  the  highest  ol  the  Glyrnpian  Gods,  although  like  Iris,  media¬ 
ting  between  Ileaveii  atid  Earth,  was  never  represented  with  win¬ 
ged  slioiilders.  the  great  swiftness  by  which  he  is  distinguished 
find-i  lirnit<»l  illustration  in  winged  shoes,  and  later  in  a  wiu- 

g'erl  hat. 

l-'rorn  tlie,  ti"'  century  bed’ore  the  Cliristian  Ei'a  we  find  the 
wing-  a-uiMiing  an  allegorical  rathi'r  than  a  natural  meaning.  At 
thi-  time  Nike,  the  tjoihless  fif  Victory,  closely  associated  to  Athene, 
i  provided  with  wings,  for  the  first  time  probably  at  the  island 
of  Chio-.  The  idea  here  is  not.  !is  in  the  old  winged  figures.  Rapi¬ 
dity.  but  I'ickleness  or  t'aprice,  now  favoring  one  side,  now  atiother. 

So  likewise  the  Grjd  Eros,  in  all  jirobability  was  nqiresented 
with  wing  about  this  lime,  foi-  the  same  reason  other  incorpo- 
latiom  of  Idea-  sigriiticati VC  of  the  .Mutable  and  Trittisitory ,  such 
a-  Gp|ioriunity  Kairos,.  Vealth  eti;.  were  fiii'nished  with  wings. 

The  more  figure  of  this  kind  were  tnultiplied,  the  greater  tho 
v.^^iety-"  tntT'Kiuc.d  nmong  those  already  existing,  and  the  more 
I  rerpieiitly.  they  were  represented  in  ])lurality,  instead  of  unity,  so 
much  the  less  apjiarent  becomes  the  real  allegorical  meaning  of 


the  wings ,  until  at  last  they  sink  to  a  merely  external  and  arbi¬ 
trary  sign  distinguishing  the  superhuman  from  the  human.  Origi¬ 
nally  an  attribute  of  unparallelled  rapidity  of  motion,  afterwards 
an  allegorical  expression  of  the  Transitory,  they  became  at  last 
simply  a  Symbol  of  Divinity.  In  this  sense  early  Christian  Art  has 
adopted  the  youthful  winged  figures  of  the  later  Greco-Roman  time 
—  the  so  called  Genii  —  and  changed  them  into  Angels,  those  Divine 
Spirits  peculiar  to  itself,  a  practice  that  has  continued  to  our 
own  time. 


Preservation  of  Stone. 

»The  Builder«  in  a  report  of  some  remarks  made  on  this 
subject  by  Mr.  George  F.  Ansell  at  the  Dundee  Meeting  of  the 
British  Association  states  that  the  best  plan  for  preserving  stone 
■W'ould  be,  in  his  opinion,  to  exhaust  the  air  from  the  wrought  or 
»worked«  stone  or  marble  by  means  of  an  air  pump,  as  in  the 
case  of  Kcreosated  timber«,  and  then  to  introduce  that  dense  gas 
which  is  known  as  ter-fluoride  of  silicon.  Mr.  Ansell  stated  that 
he  would  operate  upon  the  stone  when  fitted  for  its  final  position, 
w'hether  as  statue,  block,  or  moulding,  and  expressed  an  opinion 
that  a  stone  so  treated  would  become  one  solid  mass  of  insoluble 
substance,  upon  which  the  atmosphere  w'ould  have  no  influence 
and  that  in  fact  marble  so  treated  would  become  as  permanent  as 
granite,  without  loss  of  color.  The  action  of  the  gas  would  be 
as  follows:  when  the  stone  had  been  exhausted,  as  the  term  is,  it 
would  represent  a  kind  of  si:)onge,  the  pores  or  interstices  of  which 
the  ter-fluoride  of  silicon  would  permeate,  so  that  the  stone  would 
become  saturated  with  that  dense  gas  instead  of  with  water  and 
air  as  it  usually  is.  As  soon  as  the  stone  thus  prepared  should 
come  into  the  air,  the  moisture  of  the  atmosphere  would  act  on 
the  ter-fluoride  of  silicon,  and  mutual  decomposition  would  ensue, 
one  result  of  which  would  be  to  fill  the  interstices  of  the  stone 
with  pure  silicic  acid,  better  known  as  sand;  while  the  ultimate 
result  of  the  other  substance  would  be  the  formation  of  fluoride 
of  lime,  commonly  known  as  Derbyshire  spar.  In  the  case  of 
ordinary  mortar  it  is  well  known  that  the  sand  under  the  influence 
of  time,  moisture  etc.,  combines  with  the  lime,  and  forms  an  inso¬ 
luble  silicate  of  lime:  hence  Mr.  Ansell  expressed  an  opinion  that 
the  silicic  acid  in  the  case  proposed  would  also  form  a  silicate  of 
lime;  and  it  will  be  seen  that  these  changes  are  assumed  to  take 
place  throughout  the  entire  mass  of  the  stone.  Expense  can  hardly 
stand  in  the  way  of  experiments  in  this  matter,  for  ter-fluoride  of 
silicon  is  readily  olitained  by  boiling  together  washed  sand,  or 
broken  glass,  and  Derbyshii'e  spar  in  common  oil  of  vitriol.  The 
gas  could  be  conveyed  or  collected  in  the  manner  used  by  chemists. 
According  to  Mr.  Ansell,  there  would  be  little  or  no  practical  dif¬ 
ficulty  in  applying  this  plan  to  completed  buildings. 


Mastic  for  Incised  Stone  Work. 

Ill  the  Church  of  the  Monastery  of  the  Benedictine  Order  at 
Alpirsbach  (Wurtemberg) ,  are  some  incised  seimlchral  slabs,  the 
lines  being  filled  in  either  with  lead,  or  with  some  black  mastic, 
a  resinous  substance  quite  equal  to  lead  in  durability. 

T{iis  substance,  according  to  an  analysis  made,  ,  consists  of 
colophony,  mixed  with  finely  powdered  charcoal  instead  of  color. 

The  bailing  ]ioint  of  this,  mastic  is  about  50“  R.  (Id5“  F.).’ 


Great  Art  Exliibition  at  Berlin, 

A  great' exhibition,  which  means  we  presume  an  international 
exhibition  of  Art  is  announced  to  take  place  in  Berlin  in  the  months 
of  ft'bptcnibCr  and 'Getober  of  the' 'prhsfent  year.  The  ^management 
is -in  tluv  hand '(if  tlie' Royal 'AcadSttiy  of 'the‘Fflie'''At‘tS,'  iiid’ full 
particulars  ai’c  promis6d  shortly. 

,.  i  -  '  Arts.) 
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Patterns  for  Weaving  in  the  Style  of  the  Middle  Ages. 


1  lie  love  for  rich  colors,  predominant  during  the 
Middle  Ages,  must  he  attributed  partly  to  Anticpie, 
partly  to  Eastern  influence,  and  made  its  ivay  the  more 
readily  among  the  nations  who  at  that  time  ivere  the 
chief  promoters  and  representatives  of  Art  and  Culture 
in  Europe,  inasmuch  as  they  were,  from  times  imme¬ 
morial  imbued  with  an  innate  taste  for  gay  colors. 

Nothing  could  he  more  favorable  for  an  appropriate 
development  of  this  characteristic  tendency  than  the 
stuffs  which  were  in  use,  as  well  for  garments,  as  for 
hangings  and  draperies  for  the  adornment  of  the  dwel¬ 
ling  and  the  church.  Especially  the  figured  silk  tissues 
imported  from  the  East  from  an  early  time  as  articles 
of  luxury,  gave  free  scope  to  the  introduction  and  dis¬ 
play  of  rich  and  various  colors;  and  while  the  home¬ 
made  woollen  and  linen  fabrics  were  mostly  one-colored, 
to  be  applied,  as  the  case  required,  and  according  to 
destination,  to  a  pattern  of  different  colors,  these  Eastern 
fabrics  were  from  the  beginning  chiefly  variegated,  or 
relieved  and  enriched  by  embroidery. 

The  silk  tissues  came  from  the  East,  and  as  a 
matter  of  course  the  patterns  also  with  them.  They 
exercised  great  influence  on  mediLeval  ornament  in  ge¬ 
neral,  and  Eastern  designs  retained,  during  the  Avhole 
of  the  Middle  Ages,  their  hold  on  silk  manufacture,  even 
when  the  latter  had  already  advanced  to  th§  West; 
for  we  meet  Eastern  reminiscences  in  the  silk  tissues 
of  the  West  even  in  the  latter  periods  of  the  Middle 
Ages,  and  certainly  there  was  less  reason  for  this  branch 
of  industrial  Art-workmanship  to  free  itself  from  its 
influence  than  for  any  other,  this  style  of  ornamentation 
being  so  well  adapted  to  the  material  and  to  the  pur¬ 
pose  it  had  to  SLibserve. 

The  ornamental  types  were  borrowed  from  the 
animal  and  vegetable  kingdom.  Both  however  were 
subjected  to  the  same  strict  rendering  and  conventio¬ 
nalism,  highly  expressive  of  an  ideal  conception  and 
form,  so  much  so  that  frequently  neither  a  distinct  ve¬ 
getable  nor  animal  type  can  he  discerned  as  having 
suggested  the  ornament.  When  however  this  is  the  case, 
only  certain  characteristic  features  illustrate  tliat  it  is. 

The  Workshop, 


e.  g.,  now  a  lion,  now  an  eagle,  or  stag  which  it  is  in¬ 
tended  to  represent,  a  principle  also  followed  in  the 
representation  of  vegetable  types,  where  the  application 
of  foliage  and  flowers  to  some  ornament  is  suliordinated 
to  distinct  laws,  although  perhaps  one  single  leaf  may 
he  pointed  out  as  suggestive  of  some  distinct  plant.  In 
this  also  is  shown  a  keen  perception  and  understanding 
of  the  true  principles  of  Art,  an  andeavour  to  find  tlie 
right  expression  of  form,  at  once  appropriate  for  the 
material  and  sulLservient  to  the  purpose  of  the  Avork. 
The  task  being  in  the  present  case  to  enrich  and  relieve 
a  surface,  mostly  intended  to  appear  in  the  plaits  and 
folding  of  draperie,  the  natural  rendering  of  vegetable 
and  animal  forms  must  decidedly  he  condemned,  and 
be  supplied  by  the  flat  treatment  of  conventionalised  or¬ 
nament,  the  only  admissilfle  style  of  decoration,  although 
the  originial  types  may  he  horroAved  from  nature. 

Hence  it  must  he  inferred  that  no  branch  of  Me- 
diseval  Art  deserves  more  to  he  set  up  for  suggestion  and 
emulation  than  that  of  Aveavung.  Principally  the  sacred 
vestments  of  the  Ptoman  Catholic  clergy,  the  tapestries 
and  hangings  Avhich  adorned  tlie  Avails  and  furniture  of 
the  church,  OAving  to  the  necessity  for  a  rich  display 
of  colors,  furnished  most  suitable  and  beautiful  examples. 
Still  the  production  of  textile  falu’ics  for  domestic  use 
ought  also  to  he  guided  liy  the  same  principles;  for  it 
is  certainly  ridiculous  to  see  bouquets  of  natural  floAvers 
on  a  folded  curtain,  folloAving  the  broken  lines  of  the 
drapery,  or  to  step  on  a  carpet  on  Avhich  a  naturally 
designed  lion  is  extended.  HoAvever  Ave  Avill  not  dAvell 
any  longer  on  this  point  in  order  not  to  repeat  Avhat 
others  have  said  before,  or  display  a  mock  bravery 
against  an  imaginary  enemy  long  ago  vanquished.  Let 
us  rejoice  that  in  general  this  erroneous  tendency  has 
been  again  carried  aAvay  by  the  same  Avaves  of  fashion 
Avhich  had  borne  it  to  land,  and  that  the  conviction  of 
the  necessity  for  conventional  patterns  has  taken  deep 
root  in  the  public  mind.  Already  for  some  time  a  style 
of  ornamentation,  elaborated  by  earnest  studies  of  old 
specimens  of  Aveaving  and  embroidery  under  the  influence 
of  Eastern  models,  has  been  adopted  for  textile  fabrics, 
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based  cliieflj  on  geo¬ 
metrical  ,  or  strictly 
conventional,  vegetable 
forms ,  bnt  in  many 
cases  they  exhibit  a 
certain  stiffness;  and  it 
is  bnt  seldom  that  they 
reach  the  beanty  of  an¬ 
cient  Eastern,  or  of  the 
good  old  "Western  pat¬ 
terns  of  ^leduieval  Art- 
workmanship.  It  is  very 
wrong  also  to  recoil 
troni  tlie  adaption  of 
animal  types  to  orna¬ 
mental  ]mr])Oses,  imr  is 
tlie  reason  of  this  aver¬ 
sion  prol)ably  to  be 
sought  in  the  convic- 
ti')n  that  a  natural 
treatment  is  unsui¬ 
table;  l)ut  rather  in 
the  fear  of  producing 
conventional  monsters 
through  a  certain  want 
(if  artistic  skill  and  dis- 
cernnient;  for  they  cer¬ 
tainly  must  be  conven- 
tinnalised  in  such  a 
niannei'  that  they  do 
not  apj)ear  as  animals, 
but  as  ornaments,  a 
]uinciple  observed  with 
all  ibe.  better  examples 
(if  t’oi’niei'  ])(‘riods  in 
Act. 

Convinced  that  it 
may  b(;  oi'  intei’cst  and 
'■rvice  to  many  a  lover 
nl'  .Mediawa!  Art-work- 
man-bij).  w'c  publish 
the  acc()nipanying  pat- 
’(•I'l:-  fur  wov('n  fabrics, 
eitbei'  dij'ectly  sugges- 
t  d  liy  M'diaival  speci- 

luiis.  or  de-igned  in 
the  s.'inu;  style.  In  a 
general  way  there  may 
be  di'tingnislieil  (  biefiy 
lour  pi'inciples  accor¬ 
ding  tf;  which  Meiliieval 
ernament  is  formed, 
ria  re  i.s 

1.  A  sort  of  intri- 
•  it ••  m  twoik,  or  diaper 
;.:-  ad  m,  (:r  the  whole 
nrfac'c 

2.  An  arrang'uiient 
ill  zones,  or  Inands  of 
ornament. 


No.  2. 
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3.  The  main  fea¬ 
tures  of  the  design  are 
represented  by  geo¬ 
metrical  groundwork, 
drawn  over  the  stuff, 
and  composed  of  geo¬ 
metrical  lines,  touching 
each  other,  and  each 
forming  a  separate  pat 
tern. 

4.  The  stoff  is  pow¬ 
dered  with  distinct  or¬ 
namental  figures,  repea¬ 
ted  in  regular  intervals 
sometimes  framed  by 
geometrical  lines. 

We  give  here  some 
examples  of  the  3'‘  cat¬ 
egory,  to  be  followed 
by  illustrations  of  the 
other  classes  as  the 
occasion  may  furnish. 

In  No.  1  we  see 
bands  of  ornament  uni¬ 
ted  witli  regular  geo¬ 
metrical  compartments. 
The  fabric  was  execu¬ 
ted  in  yellow  on  white 
ground,  and  should  not 
be  manufactured  in  two 
colors ,  forming  too 
strong  a  contrast,  else 
the  pattern  would  ap¬ 
pear  too  minute ,  the 
scale  of  the  accompa¬ 
nying  design  being  one 
half  of  real  size.  The 
stuff  was  used  for  cha¬ 
subles.  In  the  same 
way  Nos.  2  and  3  were 
worked  and  made  use 
of,  the  latter  also  being 
yellow  on  white  ground. 
This  pattern  was  of  re¬ 
markable  beauty  when 
executed  in  gold  on 
dark  -  blue  ground ,  a 
sample  of  which  was 
made  for  hangings , 
although  it  was  not 
l)roduced  on  a  large 
scale  on  account  of  its 
costliness. 

Pattern,  No.  4  was 
designed  and  executed 
as  tapestry  for  covering 
the  walls  under  the 
windows  of  the  pres¬ 
bytery  of  a  Romanesque 
Church.  The  subjects  of 


tlie  design  coirespond  to  the  rich  symbolic  ornamentation 
disidayed  all  over  the  church,  and  are  intended  to 
represent  the  four  elements  bearing  testimony  to  the 
praise  of  the  Lord,  to  which  the  inscriptions  refer.  The 
scale  of  the  whole,  according  to  its  destination,  is  very 
large,  the  design  executed  in  yellow  ochre,  relieved  by 
a  ground  forming  alternate  zones  of  red-hrown  and 


dark-green.  It  has  been  tried  to  reproduce  the  pattern 
on  a  smaller  scale  also,  and  in  ditfernt  colors,  that 
executed  in  gold  on  white  ground  being  of  great  effect. 
Still  we  should  not  recommend  it  for  any  other  purpose 
than  for  tapestry,  the  treatment  of  the  pattern  being 
too  free  for  vestments. 


Specimens  of  Ornamentation. 


I'aiiul  I'lfan  tlic  I)oor  of  the  (.'hiucli  of  St.  lOu.stacliC,  Paris  century). 
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No.  7. 


No.  6.  Cap  over  Windows  of  the  Louvre,  Paris;  style  of  Henry  II.  (middle  of  IG**'  century). 

No.  7.  Example  of  Mural  Painting  in  the  Church  of  San  Francesco,  Assisi  (13*''  century). 

The  ground  is  black,  with  green  leaves,  the  geometrical  design  of  intersecting  lines  being  white,  and  the  tangential  circles 

brown  with  yellow  clasps  or  nails  on  the  points  of  contact. 


The  Workshop. 
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•.  '  |i  ■  r...i  (>\  M'l'l  ■rii  Arcliil/iclur';.  frijii)  t.lio  <'rcat  Vestibule  of  the  Now  Opera  House  Paris,  M.  Gamier,  architect. 

'i  P  '  \  .  i  I  from  the  Moopi  :  ()iriu.  Cairo;  tiine  of  creation  13f)2 — loTti.  'I’lio  colors  used  are  black  and  red. 
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No.  13.  No.  14.  No.  15. 


Nos.  10  15.  Specimens  of  simple  Chairs,  in  stained  pear-tree ;  the  seats  chamfered  all  round  slope  slightly  towards  the  back ; 
the  ornament  after  being  incised  is  painted  black.  For  full-size  design  of  back  see  No.  1  of  supplement. 
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fo  th"  ••Tl'' 

and  yflli'W 
omamrnta 


s"'.',  K,  ]')  I)oHipn  for  a  SnmTner-lioiiRn,  cloHf'd  at  tlir?  liack  and  tlie  two  sides.  Tlie  four  rectangular  openings,  left  and  right 
.iiico  arf  trlazed.  flic  cornerpieces  being  differont  in  color,  (bo  roses  above  the  windows  likewise  closed  with  green,  red,  blue 
gla-i.  The  compartments  of  the  ceiling  and  the  panels  of  the  inside  walls  are  painted  plain  with  a  few  borders,  and  simple 
in  '  ilor.  while  the  apparent  woodwork  receives  the  natural  wood  color.  The  roof  is  slated. 
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No.  20.  No.  21. 

Nos.  20  and  21.  Designs  for  Regulator  cases,  in  pear  tree. 


The  framework  of  No.  20  is  stained  dark  brown,  the  fillets  of  the  mouldings  round  the  small  glass  door,  that  of  the  cjina 
of  semicircular  cornice,  those  encircling  the  flowers  of  the  acroterial  termination,  and  the  hands  and  pendulum  are  gilt,  the  weight 
oxydized  bronze,  the  dial  itself  being  azure,  the  surrounding  zodiacal  emblems  likewise  marked  by  fine  facings  in  gold. 

The  framework  of  No.  21  in  imitation  of  ebony  is  polished  in  its  plain  surface,  the  bead-rolls  and  egg  and  dart  mouldings 
and  all  other  ornaments  being  left  rough,  the  figures,  hands  and  pendulum  are  again  gilt,  the  dial  itself  opaque  white,  the  back  is 
lined  with  dark  green  cloth,  the  figures  between  the  volutes  of  the  curved  pediment  being  oxydized  bronze.  For  full-size  details,  see 
No.  2  of  supplement. 

Th0  Workshop. 
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No.  22. 

No.  22.  Wall  decoration  for  a  conservatory. 

Tlio  twn  irn]'*-,  intend' d  for  a  jiair,  are  jilaying  witii  firccian  masks,  the  one  laughing  while  putting  his  head  into  the  tragic  mask, 

the  other  crying,  not  being  aide  to  extricate  his  head  from  the  comic  mask. 
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From  the  Pari  s  Exhibition. 


N<).  21.  (,';iii'l(;l:it)rmii  witli  six  liian- 
cIk-s  in  tfilt  liron/';,  with  howl  anil  sliaf’t 
of  crystal. 


I'or  the,  sake 

0  r 

clca  rncss 

only 

1  wo 

branches  insh-ad 

of 

six,  and 

t  wo 

fr.|.(, 

in't  id  f)f  tliri-e 

arc 

givf'Ti  ill 

fiur 

wing. 

Nos.  28  and  20.  Epergne  in  bronze 
with  crystal  dish. 


No.  20. 


No.  30. 


No.  31. 


Nos.  30  and  31. 


Majolica  Vases  for  flowers. 


The  ground  of  vase-  No.  30  is  of  greenish  grey  tint  and  glazed,  the  leaves  and  violets  keeping  their  natural  color,  the  latter  applied  to 
and  relieved  by  a  dark  blue  ground ;  the  handles  are  of  yellow  color,  changing  into  green  towards  the  lower  parts. 


The  ground  of  vase  No.  31  is  dark  blue  and  glazed.  The  heads  grey,  the  handles  yellow,  changing  towards 
their  upper  parts  into  reddish,  towards  the  lower  into  a  green  tint. 


The  Workshop. 
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N’os.  32 — 31.  Sirii])lo  design  for  :ui  Aquaritiin  witli  sujijiorts  and  framework  in  polished  brass. 


For  details  sec  No.  3  of  supplement. 
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Nos.  35  and  36.  Wrought  Iron  Railing  and  Gate,  with  giltknobs,  leaves,  and  spears. 

(Nos.  4  and  5  of  Supplement.) 

No.  37.  Wrought  Iron  Panel  of  the  17*^^^  century. 
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Va  R  I  O  U  S. 


The  New  Opera  House  in  Paris. 

The  new  great  opera  house  of  Paris,  or  to  use  its  official  de¬ 
signation,  Academy  of  Music,  from  which  some  specimens  of  deco¬ 
rative  ornament  have  been  given  in  this  and  two  previous  numbers 
of  the  Workshop  will,  when  full}'  completed,  be  one  of  the  most 
gorgeous  and  perhaps  most  appropriate  buildings  of  its  kind.  The 
ornamental  portions  are  not  yet  entirely  finished,  but  the  work 
presents  an  interesting  example  of  the  kind  of  decorative  architec¬ 
ture  now  in  vogue.  The  main  facade  of  the  building  looking  upon 
the  Boulevards  is  approached  by  a  flight  of  steps  extending  along 
its  entire  length  and  i^resents  seven  Itays ,  two  of  which,  forming 
sligtly  advanced  wings,  flank  the  centre  on  either  side.  These 
bays  are  marked  in  the  ground  floor  by  semi-circular  arcades,  de¬ 
corated  with  statues  and  festoons,  the  principal  floor  being  relieved 
by  a  loggia  or  colonade  of  grouped  columns  suf)porting  a  com¬ 
plete  entablature  of  architrave,  frieze  and  cornice,  the  two  projec¬ 
ting  wings  surmounted  liy  curved  pediments.  This  colonade  is 
partly  masked  by  a  sort  of  marble  screen  of  great  richness,  pierced 
by  circular  openings,  the  obscure  ground  of  which  is  relieved  by 
gilt  busts,  each  compartment  being  supported  Ijy  two  monolithic 
columns  with  sliafts  of  colored  marble  and  gilt  bronze  capitals. 
Balconies  project  Ijetween  every  two  of  these  columns,  and  contrast 
with  tlie  cream-colored  stone  by  elegantly  shaped  balusters  in  green 
Swedish  marlde.  Above  this  loggia,  but  further  behind  rises  an 
attic  story,  richly  ornamented  with  groups  of  figures,  the  spaces 
Ijetween  filled  witli  panels  in  liold  relief,  principally  formed  of  boys 
holding  festoons  and  crowned  shields  of  colored  marble,  bearing  the 
gilded  letter  N.  'I'his  fa(;;ade  has  an  inscription  in  the  centre  of  the 
trieze  of  the  colonnade  whicli  descril.ies  it  as  the  “Acadcmie  Impcriale 
(Ic  JL(siqi(e'' :  tlie  roof  is  of  pavilion-like  construction,  while  the 
raised  part,  covered  liy  a  huge  pediment  standing  up  above  all 
the  roofs  of  the  building,  marks  the  space  occupied  l)y  the  theatre. 
-•Vt  the  point  of  junction  where  the  '‘Acadcmie''  abuts  upon  the 
tlieatre.  there  is  on  botli  sides  a  pavilion  two  stories  high,  with 
spacious  and  handsome  circular  carriage  drives,  one  for  the  public 
one  for  the  Emperor  and  Empress.  The  main  lines  of  the  building 
and  the  architectui’e  l.)oth  of  front  and  side  porticoes,  are  capped 
with  bronze  oniaments,  (see  Workshop  Xos.  1  and  2)  that  wdiich 
crowns  the  parapet  of  the  main  far^ade  being  gilt.  The  outline  of 
the  ])arapet  of  the  front  of  the  edifice  is  straight,  Imt  the  two  ends 
an-  to  be  surmounted  liy  bronze  groups.  This  new  monument  which 
lias  given  rise  to  much  criticism  and  controversy  is  the  w'ork  of 
M.  f.ii.  Gamier,  architect. 


IJemoval  of  Paint  from  Carvings. 

(  arvings  frequently  thickly  covered  w'ith  paint  cannot  be  scou- 
I'-d  and  washed  in  the  ordinary  w'ay.  In  order  to  remove  the 
])aint.  it  must  bo  eaten  off;  and  for  that  purpose  a  through  is  requi- 
I'-d  large  enough  to  hold  the  carving,  and  to  admit  of  its  being- 
covered  over  with  sawdust,  saturated  with  an  alkaline  solution  of 
a  strength  vatying  according  to  the  circumstances  of  the  carving 
to  lie  treated.  By  allowing  it  to  remain  in  that  state  for  a  fe-w' 
days  the  whole  of  the  paint  will  be  eaten  off. 

The  restoration  of  cai-vings  wdiich  have  not  been  painted,  but 
have  become  blackened,  must  be  effected  by  scouring  only,  but  this 
by  the  careful  hand  of  an  exjicrionced  man.  The  scouring  wdth 
strong  or  weak  alkali  or  ammonia  would  raise  the  grain  of  the 
wood,  nor  could  it  be  sand -papered  over  to  get  the  raised  grain 
of  the  wood  off;  but  a  number  of  little  tools  would  be  required 
with  the  ends  dipped  into  a  little  glue  to  wdiich  pow'dered  glass 
would  affix  itself  and  form  !i  kind  of  sand-paper  at  the  end  of  the 
stick.  In  this  way  the  burrs  formeil  upon  the  wood  by  moisture 
rriay  be  removed  from  the  delicate  parts  of  the  carving:  but  this 
likewise  requires  on  experienced  hand.  (The  Builder) 


The  Use  of  Majolica  for  Interior  Decoration. 

Visitors  to  the  Paris  Exhibition  may  have  remarked,  at  the 
end  of  one  of  the  passages  in  the  British  section,  a  large  yellow 
majolica  column,  with  wdiite  relief  ornament  upon  the  surface.  The 
ceiling  of  the  new'  refreshment  rooms,  recently  opened  at  the  South 
Kensington  Museum,  London,  is  supported  by  four  of  these  columns, 
wdiich  are  w'orthy  of  careful  inspection.  They  have  been  manufac¬ 
tured  by  Messrs.  Minton,  from  designs  by  Messrs.  Gamble  and 
Towmroe,  founded  on  suggestions  of  the  late  Mr.  Godfrey  Sykes. 
The  introduction  of  porcelain  for  the  enrichment  of  the  ornamen¬ 
tal  portions  of  columns  is  not  an  entire  novelty ;  but  a  complete 
XDorcelain  column  is  believed  to  be  without  precedent.  It  is  inten¬ 
ded  that  the  wmlls  of  the  refreshment  room  shall  be  covered  with 
majolica  tiles,  with  a  low'  relief  ornament  on  them.  A  small  stair¬ 
case  at  the  w'est  end  of  the  refreshment  corridor  has  lately  been 
opened,  the  designs  are  by  Mr.  F.  Moody,  and  the  works  are  still 
in  progress.  The  portions  of  the  decoration  already  completed  and 
fixed,  promise  to  render  this  staircase  an  attractive  feature  of  the 
museum.  The  staircase  is  what  is  called  a  barrel-vaulted  one;  its 
sides  are  panelled  and  decorated  w'ith  enamelled  earthenware  by 
Messrs.  IMinton,  in  imitation  of  the  I)ella  Piobbia  w'are.  The  dado, 
or  skirting,  is  exceedingly  rich  in  design.  At  intervals  of  three 
steps,  caryatids  support  a  cornice,  from  which  it  is  evident  that  a 
handrail  w'ill  project ;  the  spaces  betw'een  the  caryatids  are  filled 
W'ith  panels  in  bold  relief  on  a  celadon  ground.  Between  the  dado 
and  the  coimice  above  are  panels  also  in  glazed  pottery  w’ith  bas- 
reliefs  of  figures  holding  shields;  the  design  of  these  bas-reliefs 
is  peculiar,  and  of  a  varied  character.  At  the  top  and  bottom  of 
each  flight  are  pilastei-s,  which  support  the  arches  against  which 
the  barrel  vault  butts.  The  spaces  in  the  domes  over  the  landings 
are  at  present  incomplete.  The  propriety  of  using  glazed  pottery 
for  the  sides  of  a  public  staircase  is  apparent.  The  facility  of 
cleaning  the  surface  of  the  decoration,  and  the  durability  of  the 
pottery,  are  both  facts  recommending  the  judgement  displayed  by 
the  management  of  the  museum  in  its  selection  of  good,  decorative 
and  lasting  material.  Messrs.  Minton  have,  perhaps,  hardly  repro¬ 
duced  the  effect  of  the  old  Della  Robbia  ware  inasmuch  as  their 
glazing  rather  softens  the  lines  of  the  details  instead  of  leaving 
them  sharp  as  the  artist  intended.  The  old  Della  Robbia  glazing 
w'as  so  exceedingly  thin  that  it  did  not  obliterate  the  sharpness 
and  crispness  of  the  modelling.  Again,  the  glitter  of  Messrs.  Min¬ 
ton’s  enamel  is  distracting,  and  it  does  not  seem  so  opaque  as  the 
ancient  enamel.  (Journal  of  the  Society  of  Arts.) 


Mixture  of  Gas  and  Air  for  Illuminating  Purposes. 

The  Parisian  Gas  Company  propose  to  illuminate  Paris  by  means 
of  igniting  the  gas  formed  by  the  union  of  oxygen  and  hydrogen. 
Another  inventor  now  comes  forw'ard  w'ith  a  scheme  for  burning 
a  mixture  of  coal  gas  and  atmospheric  air  so  as  to  produce  an 
intense  light.  Every  one  knows  that  the  ordinaiy  flame  of  a  Bun¬ 
sen’s  burner  is  but  faintly  luminous.  The  particles  of  carbon  are  so 
rapidly  consumed  that  their  momentary  incadescence,  which  accor¬ 
ding  to  the  generally  received  opinion,  gives  luminosity  to  the  flame, 
is  not  permitted.  It  is  necessary,  therefore,  to  introduce  some  other 
substance  which  shall  be  maintained  at  a  w'hite  heat,  and  so  fur¬ 
nish  the  light.  M.  Bourbouse  employs  for  the  purpose  a  roll  of 
very  fine  platinum  w'ire  gauze,  upon  which  he  directs  a  large 
number  of  very  small  jets  of  the  mixed  gases.  The  combustion 
of  these  gives  a  vivid  incadescence  to  the  platinum,  and  furnishes 
light  at  a  considerably  reduced  cost.  The  air,  how'ever,  has  to  be 
supplied  by  a  sort  of  blow'-pipe  aj^paratus,  which  complicates  the 
matter;  but  notw'ithstandiug  this,  the  inventor  assures  us  that  a 
great  saving  is  made  Iiy  the  use  of  his  invention. 

(The  Mechanics’  Magazine.) 
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Bookbinding  and  Fancy  Leathergoods. 


» Gilding’s  soon  past 
Hogskin  will  last.* 


oulcl  that  every  bookbinder  and  leatlierwork  manu¬ 
facturer  would  earnestly  take  to  heart  this  good  old 
adage  of  the  ancient  craft.  For  leather  is  a  very  good, 
useful  and  lasting  material,  combining  solidity  with  soft¬ 
ness  and  suppleness,  and  recommending  itself  for  artistic 
purposes,  not  only  by  its  tine  natural  color,  but  also 
by  the  facility  with  which  it  receives  any  other  color, 
and  especially  by  its  plastic  qualities  which  adapt  it  so 
admirably  for  every  kind  of  embossed  ornamentation. 

For  these  reasons  it  has  been  in  great  favor  with 
the  industrial  arts  of  all  times,  and  at  the  present  day 
it  is  seen  to  encroach  triumphantly  upon  the  artistic 
departement  of  other  materials  which  it  tends,  apparently, 
if  not  really ,  to  supplant.  These  are  however  strange 
aberrations  and  mistakes  which  we  must  not  allow  to  pass 
unnoticed;  but  both  material  and  manufacture  are  so 
interesting  and  important,  that  we  cannot  refrain  from 
devoting  an  article  to  the  subject.  We  will  examine 
into  and  consider  what  is  now  done,  and  wdiat  ought  to 
be  done  in  this  Ijranch ,  and  will  first  of  all  take  a 
retrospective  view,  to  see  whether  we  can  find  in  days 
gone  hy,  any  sensible  and  truly  artistic  treatment  of 
leather  which  may  l)e  held  out  for  our  example  and 
instruction. 

For  now  a  days,  when  the  bookbinder  or  the  manu¬ 
facturer  of  fancy  leather  goods,  whose  trade  has  grown 
out  of  the  old  craft  of  bookl)inding,  has  some  important 
task  in  hand,  viz.,  the  getting  up  of  some  splendid  or¬ 
namental  binding,  some  magnificent  cover  for  a  MS.,  we 
find  he  must  solicit  help  from  all  sides,  and  in  the  end 
the  work  is  much  more  that  of  anybody  else  than  his 
own.  First  of  all,  as  if  the  building  of  some  palace 
were  at  stake,  there  is  the  architect,  the  factotum  in  all 
questions  of  art-industry,  to  be  consulted,  in  order  to 
make  the  design  for  hookcover  or  casket;  afterwards 
there  is  the  ebenist  to  make  the  wooden  framework,  or 
boards  which  the  bookbinder  then  has  the  honor  of  co¬ 
vering  with  leather,  if  leather  is  to  come  into  play  at 
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all.  But  then  only  begins  the  really  artistic  wmrk,  for 
modeller  and  formcutter,  sculptor  and  carver  in  wood 
and  ivory,  bronze  caster  and  gilder,  engraver,  chaser 
and  enameller,  lapidary,  glassciitter  and  heraldpainter 
are  called  in,  nay,  even  the  historical  painter  may  have 
to  contribute  his  share  of  work,  and  thus  each  of  the 
whole  profession  of  artists,  to  whatever  branch  he  may 
belong,  has  something  alloted  to  him.  In  the  end  the 
work  is  to  do  credit  to  its  master,  but  who  really  is  the 
master?  A  question  more  easily  asked  than  answered. 

We  think  indeed  that  the  whole  thing  might  bear 
to  be  simplified,  and  that  the  art  itself  could  only  gain 
if  a  few  of  the  other  arts  were  not  put  under  contri¬ 
bution.  In  fact  we  have  precedents  in  the  past. 

If  we  go  back  to  those  remote  times  when  MSS., 
instead  of  the  ancient  form  of  rolls,  first  took  the  book- 
shape  still  in  use,  we  certainly  find  works  of  similar 
magnificence  in  richly  ornamented  wrappers  and  covers 
for  rare  and  costly  MSS.  We  possess  a  series  of  such 
splendid  specimens  in  those  Byzantine  bookcovers,  now 
in  St.  Mark’s  Library  at  Venice,  which  were  produced 
within  the  first  millenium  of  our  era.  But  surely  that 
was  a  different  time  and  a  different  work.  The  MSS. 
were  comparatively  of  great  rarity  and  immense  value; 
they  were  written  for  eternity,  and  they  exhibited  also 
internally  a  great  amount  of  artistic  skill ;  a  material 
display  therefore  of  great  external  richness  in  such  single 
specimens  was  perfectly  admissible.  But  then  solid  gold 
was  preferred  to  the  gilding  of  some  inferior  material, 
and  in  order  to  confer  color  and  brilliancy,  enamels 
were  richly  inlaid,  and  chased  figures  in  thin  sheets  of 
silver  applied  on  the  wood.  Thus  the  Avhole  work,  as 
was  the  case  with  the  above  mentioned  Venetian  speci¬ 
mens,  was  that  of  the  goldsmith  who  alone  understood 
the  art  of  making  the  richest  and  most  brillant  enamel. 
If  anybody  else  had  anything  to  do,  it  was  the  ivory- 
carver  by  whom  sometimes  an  elegant  tablet,  a  dipthych 
perhaps  of  more  ancient  date,  was  inserted  in  the  centre. 
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In  these  bookbindings  of  the  oldest  style  is  revealed 
the  taste  of  the  Byzantines,  for  outward  show  of  rich¬ 
ness,  but  the  more  we  advance  in  Mediaeval  Art,  the  more 
simplified  and  judicious  in  design  do  we  find  bookbin¬ 
ding,  and  the  leather  work  closely  associated  with  it; 
though  it  is  not  until  the  invention  of  printing  that  they 
receive  their  simplest  as  well  as  their  most  natural 
form,  thus  only  acquiring  their  truly  artistic  perfection. 
For  then  as  a  necessary  conseqiience  there  arose  a  change 
in  the  manner  of  using  and  storing  books,  which  could 
not  hut  influence  their  form  and  artistic  features.  For 
the  old  MSS.,  for  the  most  part  bulky,  weigthy  and 
comparatively  few  in  number,  were  usually  put  into  a 
chest,  or  on  shelves,  on  the  flat  side  and  not  on  the  edge. 
In  order  to  protect  them  in  their  frequent  removals 
from  injury,  to  wliich,  on  account  of  their  great  weight 
the  corners  were  particularly  exposed,  the  leather  cover 
drawn  over  the  wooden  frame,  was  guarded  with  mounts 
in  metal,  especially  in  lu’onze  applied  to  the  corners  as 
well  as  to  the  centre.  Naturally  enough  Art  took  po- 
session  of  these  l)ronze  mountings  wliich  had  replaced  a 
complete  metal  covering,  and  adorned  them,  according 
to  the  successive  styles  of  the  ornamental  art  of  each 
period,  with  cast,  engraved,  pierced  and  chased  figures 
and  foliage.  In  time  tliese  corner  mounts  received  in 
their  centre,  and  were  not  unfrequently  altogether  repla¬ 
ced  by,  flattened  polished  knobs  intended,  as  the  most 
prominent  points,  to  protect  the  ornamental  leather  cover, 
or  possibly  some  medallion  or  relief,  from  suffering  from 
friction  on  the  table.  In  our  modern  style  of  liookhin- 
ding,  we  find  imitations  of  such  corner  knobs  in  all  sorts 
of  metal,  stone  and  glass,  hut  frequently  their  purpose 
is  lost  sight  of,  and  the  knolis  made  lower  than  the 
most  prominent  relievo  work,  in  consequence  of  which 
the  nose  of  some  saint  or  some  portrait  medallion  is 
brought  into  collision  with  the  table. 

But  when,  after  the  invention  of  the  Art  of  printing, 
books  became  more  general  and  began  to  swell  the 
libi-ai-ies,  there  Avas  soon  too  little  space  for  this  sort 
of  binding  and  this  way  of  storing  them,  and  it  was 
found  thfit  they  would  take  less  room  if  placed  upright 
and  side  by  side;  but  then  the  metal  mountings  Avere 
greatly  in  tbe  Avay,  especially  the  knobs  Avhich  damaged 
tbe  neighbouring  volume.  The  entire  supression  of 
(‘vei’v  metal  mounting  Avas  the  necessary  consequence, 
and  leather  alone  came  into  favor.  This  change  could 
so  niucb  the  more  easily  be  accom])lished  as  printed  books 
on  an  average  Avcu’e  smalhu'  and  more  handy,  nor  did 
they  repi’<*sent  the  same  value,  and  therefore  did  not 
need  to  be  secured  foi'  eternity.  No  doubt  tbei'C  Avere 
still  during  tbe  lb"'  and  17"'  c(‘nturies,  some  single  spe¬ 
cimens  of  bindings  ornamented  Avith  metal,  but  they 
were  splendid  specimens  for  show,  (uiricbed  Avith  I'eliefs 
delicately  chased  in  silver  and  of  exquisite  Avorkmanshij), 
such  as  the  emblems  of  the  four  Evangelists  on  the  corner 
knf)bs.  Sevf-ral  specimens  of  such  Avorks  have  been  pre- 
•erved,  l)ut  tbe  fu’dinary  binding  dis))ensed  Avith  all  solid 
metal  ornament. 

•Meanwhile  also  the  ornamentation  of  tbe  leather 
bad  to  undergo  certain  chajiges  in  connexion  Avith  the 


above-staded  causes,  which  could  not  be  without  reaction 
on  other  leather  work.  Quite  apart  from  the  above 
metal  mounts,  the  oldest  Mediaeval  style  of  leather  en¬ 
richment  consisted  in  the  painting  of  ornaments  or  figu¬ 
res,  and  leather  thus  painted  Avas  used  to  cover  chests, 
boxes  and  caskets,  and  strengthened  Avith  metal  moun¬ 
tings.  In  the  course  of  the  14"'  century,  perhaps  earlier, 
coloring  Avas  replaced  by  a  sort  of  relief  ornamentation, 
Avhich,  in  the  beginning,  is  sometimes  found  combined 
Avith  painting  as  e.  g.  in  the  caskets  still  extant  for  the 
German  Inq^erial  and  Bohemian  croAvns  of  Charles  IV. 
Belief  decoration,  probably  in  use  for  some  time  in  the 
technic  arts  of  the  Arabian  and  Saracenic  races ,  and 
thence  handed  over  to  the  Western  World,  Avas  produ¬ 
ced  either  by  stamping  Avliile  still  in  a  soft  state,  or  by 
cutting  and  underlaying  the  leather,  Avhich  alloAVS  relief 
decoration,  but  only  very  sligthly  raised  above  the  sur¬ 
face.  With  this  relievo  Avork  Avas  combined  a  tracing  or 
incising’ the  smooth  surface  of  the  leather,  thus  produ¬ 
cing  the  contours,  the  principal  features  of  the  design. 

This  last  kind  of  technic  Avorkmanship  w^as  exten¬ 
sively  practised  especially  during  the  15"*  century,  and 
a  pretty  good  number  of  specimens  of  that  time ,  such 
as  caskets,  fancy  boxes  and  cases,  have  been  handed  doAvn 
to  us.  The  relief,  always  very  low,  and  frequently  mis¬ 
sing  altogether,  in  which  case  the  incised  draAving,  con¬ 
sisting  in  ornament,  arms,  figure-subjects  religious  or 
domestic  represented  the  decoration,  was  in  perfect  ac¬ 
cordance  Avith  the  greater  lightness  and  AAuth  the  alte¬ 
ration  in  the  manner  of  shelving  the  books;  but  Avith 
regard  to  the  manner  of  production  it  Avould  always 
remain  artistic  hand-Avork  not  appropriate  to  the  in¬ 
creasing  quantity  of  books  Avhich  made  another  style  of 
Avorkmanship,  desirable,  as  more  suitable  for  reproduction. 

For  this  reason  at  the  beginning  of  the  16"*  cen¬ 
tury  this  Avas  again  abandoned  and  another  system  of 
slightly  embossed  ornamentation,  produced  by  impressions 
from  dies,  Avas  introduced  in  its  stead.  These  dies  could 
be  used  again  and  again,  and  for  this  reason  many  spe¬ 
cimens  of  l)indings  in  hogskin  or  broAvn  leather,  sho- 
Aving  quite  the  same  design,  have  been  handed  doAvn  to 
us  from  the  16"'  century  enriched  Avith  ornament  and 
armorial  bearings,  portrait  medallions,  medallions  of 
emperors,  kings,  electors,  reformers,  renoAvned  Avomen, 
men  of  letters,  etc.  Numerous  examples  of  this  kind 
are  met  Avith  in  libraries,  but  most  of  them  are  stiff 
and  clumsy.  On  this  account  perhaps,  this  system  of 
ornamentation,  in  itself  quite  right  and  still  appropriate 
for  imitation  in  modern  Art,  Avas  abandoned  again. 

At  all  events  another  element  of  decoration  tended 
to  supplant  it,  which  originated  in  the  East  toAvards  the 
middle  of  the  16"*  century  and  soon  spread  its  influence 
over  many  different  branches  of  the  industrial  arts.  This 
element  consisted  in  the  linear  arabesques  of  Eastern 
Art,  Avhich  became  known  in  the  Western  World  through 
})urchases  of  Turkish  and  Persian  armor.  Armorers  and 
SAvord-smiths  first  imitated  the  neAV  ornament,  but  the 
gold-smiths  soon  took  possession  of  it,  using  it  however 
more  in  the  Avay  of  engraving  and  enamelling  than  as 
tlie  Orientals  and  armorers  in  Avelding  one  metal  into 
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the  other.  Numerous  are  the  designs  which  the  „petits 
maitres“  amongst  the  engravers  of  the  16‘'‘  century  have, 
in  this  way,  engraved  for  goldsmith  work.  Finally  these 
arabesques,  these  interlaced  patterns  of  charming  arran¬ 
gement,  were  also  especially  applied  to  leather  and  book¬ 
binding,  being  either  plain  and  colorless,  or  stamped  with 
metal  dies  on  the  leather. 

Arrived  at  this  point  the  binding  was  in  perfect 
accordance  with  the  new  method  of  shelving;  relief  deco¬ 
ration  was  altogether  done  away  with,  the  covers,  with 
the  exception  of  the  stamped  ornainent  being  quite  plain, 
and  all  clasps  and  ornaments  dropped.  Bookbinding  had 
now  acquired  its  real  modern  form. 

The  means  by  which  it  was  again  lost  or  at  least 
led  into  a  different  path  was  pictorial  decoration.  Not 
contented  with  the  different  natural  colors,  of  the  leather 
from  white  hogskin,  or  whitish  yellow,  to  every  tint  of 
brown,  dyed  leather,  especially  red  and  green  was  em¬ 
ployed  with  a  more  solid  color  for  certain  parts,  such 
as  broader  bands  interlacing  more  delicate  ornament. 
All  this,  combined  with  judicious  and  modest  application 
of  impressions  in  gold,  was  a  perfectly  ai)propriate  treat¬ 
ment  of  ornamentation.  Not  so  however  when  paintings 
of  figure-subjects,  especially  on  hogskin,  Avere  added,  for 
these  would  necessarily  soon  be  Avorn  out  by  frequent 
use  and  removals  in  and  out  of  the  bookcase. 

Leather  however  was  still  the  chief  material.  But 
it  receh^ed  a  severe  shock  Avheii  variegated  papers  im¬ 
ported  from  China  and  Japan  and  imitated  by  ourselves, 
at  once  cheap,  light  and  convenient,  began  to  replace 
it,  at  the  sacrifice  of  solidity  and  good  taste;  for  this 
style  of  variegated  ornament,  imitating  more  and  more 
the  irregular  and  accidental  marlding  of  stone,  could 
not  compensate  for  a  system  of  ornamentation  elaborated 
Avith  artistic  conventionalism  and  repose.  Tins,  as  Ave  have 
seen,  consisting  chiefly  of  stamped  patterns  interlaced 
Avith  gold  lineaments,  lost  by  degrees  the  characteristic 
charm  of  arabesque  decoration,  Avhich  Avith  all  its  liberty 
still  retained  the  conventional  harmony  of  true  Art,  a  cha¬ 
racteristic  it  had  derived  of  old  from  its  Eastern  origin, 
until  at  last  it  degenerated  into  those  unconstructive, 
confused  and  capricious  forms  and  lines  Avhich  mark  the 
decorative  styles  of  „Louis  Quatorze“  and  Bococo.  Thus 
in  the  second  half  of  the  and  during  the  18‘'*  cen¬ 
tury,  art  and  material  Avere  on  the  decline,  and  it  Avas 
only  in  the  libraries  of  princes  and  rich  book-collectors, 
that  something  of  the  old  solid  and  rich  though  simj^le 
style  of  leathei'Avork  Avas  still  preserved.  In  these  red 
was  the  favorite  color. 


The  common  trade  quite  lost  sight  of  the  artistic 
signification  and  use  of  the  leather,  thinking  only  of 
its  durability,  and  employing  it  only  for  l)acks  and  cor¬ 
ners;  so  that,  Avhen  very  splendid  bindings  Avere  to  be 
produced,  leather  Avas  not  even  thougth  of,  but  silk, 
satin,  and  even  velvet  Avere  introduced,  all  alike  unsui¬ 
table  for  constant  Avear,  as  Avell  as  indicative  of  a  cer¬ 
tain  degree  of  inferior  taste.  In  the  first  decades  of  this 
century,  all  presentation-copies  of  books  used  to  be  bound 
in  velvet  or  silk.  Their  Avant  of  durability  could  not 
but  be  apparent,  and  in  some  fcAv  cases  only  leatber 
Avas  resorted  to  as  the  remedy ;  but  more  usually  gilt 
l)ronze  mountings  Avere  again  applied  to  the  velvet  or 
silk  ;  and  Avhile  in  our  times,  in  order  to  combine  dura¬ 
bility  Avith  clieapness,  cloth  has  been  introduced  for 
common  binding,  Ave  have,  for  rich  ornamental  Avorks, 
arrived  at  last  at  the  excess  of  artistic  display  Avhich 
Ave  descriljed  above. 

At  Vienna,  one  of  the  principal  depots  for  fancy 
leather  goods,  and  Avhere  magnificent  Avorks  of  this  kind 
are  not  Avanting,  this  medley  of  all  possible  branches  of 
art-industry  lias  been  really  systematised.  There  is  a 
tolerable  number  of  skilful  bookbinders  and  leather-Avork 
manufacturers,  from  Avhose  Avorkshops  these  splendid  Avorks 
are  issued,  all  of  the  same  character,  all  overcharged, 
heavy  and  often  aAvkAvard  and  unhandy;  constructed  by 
the  architect,  and  of  architectonic  conception,  and  to 
these  the  bookbinder  has  finally  lent  his  name. 

These  jiroductions ,  lioth  as  to  principle  and  execu¬ 
tion,  are  complete  failures ;  still  they  have  effected  some 
good,  inasmuch  as  leather,  if  only  of  secondary  or  of 
even  still  less  importance,  has  again  begun  to  be  treated 
artistically.  The  material,  in  its  natural  and  appropriate 
mode  of  dressing,  as  Russia  leather  or  as  Eastern  grai¬ 
ned  leather,  regained  its  proper  estimation  and  the  art 
of  emliossing  Avas  restored,  though  the  relief  proved  too 
high,  too  stiff,  and  too  architectonic  in  design. 

This  sort  of  rich  ornamental  binding,  this  treatment 
of  the  leather,  too  high  and  amljitious  in  its  aim,  consi¬ 
dering  Avhat  Avas  its  simple  object,  necessarily  caused  a 
reaction,  and  the  more  so,  as  the  latest  endeavours  for 
a  regeneration  of  taste ,  tend  all  to  the  most  natural 
expression  of  form.  Either  Ave  had  become  over-refined 
and  over-gorgeous,  or,  as  in  ordinary  gold  printing  on 
cloth,  too  much  addicted  to  false  and  vulgar  glitter ; 
and  excessive  gold  printing,  bad  in  design  and  Avith  all 
sorts  of  Avretchedly  arranged  figures,  had  to  compensate 
for  truly  artistic,  intrinsic  Avorth. 


(The  conclusion  in  our  next.) 
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Specimens  of  Ornamentation. 


No.  1. 


No.  2. 


No  1.  MoHJiio  from  Monrf-alf  Cat lifdral  near  ralcnno,  c1(jsr  of  12<''  century.  —  Tlie  colors  used  in  this  pattern,  a  specimen  of  the 
iijiUH  (iri'ciniiciivi,  or  plass  mosaic.  uthI  mninently  Moresque  in  cliaracter,  are  black,  red,  blue,  gold  and  white. 

No.  2.  Karly  (lothic  Koy-stone,  from  the  Sainte-Chapelle  in  Paris. 

This  beautiful  cliurch  ,  one  of  the  most  perfect  cxanqdes  of  tlie  pointed  style,  was  commenced  in  1245.  It  is  divided  into 
an  upper  ami  lower  chajxd.  the,  key-stone  reiu'csented  in  our  engraving  behmging  to  the  lower.  It  was  designed  and  built  by  Pierre 
de  ^lontereau  to  whorn  arc  due  the  chapel  of  the  (Chateau  de  Vincennes,  and  part  of  the  Monastery  of  Saint-Germain  des  Pres  at 
Paris,  where  he  was  buried  in  125(1. 
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No.  3. 


No.  4. 


No.  3.  French  Renaissance;  Floral  Ornament  from  the  Church  of  St.  Paul  and  St.  Louis,  Paris  (1627 — 1641).  Style  of  Louis  XIII. 
No.  4.  French  Renaissance;  Portion  of  Cap  over  Windows  of  the  former  Hotel  Sully ;  17t'>  century. 


The  Workshop. 


14 
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No.  5. 


No.  5.  Modern  Panel  Ornament  in  Stucco. 
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Nu.  8. 


No.  9. 


Nos.  6 — 9.  Details  of  Candelabrum  represented  in  No.  10. 
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No.  10.  Design  for  Bronze  Candelabrum 


From  the  Paris  Exhibition. 

No.  11.  Bronze  Candelabrum  with  triangular  base;  Close  of  century. 
From  the  Italian  section  of  the  »Histoire  du  travail.* 
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1  Nos.  12  and  13.  Design  of  Wooden  Ceiling  for  a  Dining-room. 

The  walls  of  the  dining-room  are  lined  with  wainscoting  to  two  thirds  of  their  lieight,  above  which  hlock-printed  paper  hau- 
j  gings,  dark  green  and  framed  with  gold,  extent  to  the  upper  cornice.  The  ceiling,  inlaid  in  three  different  sorts  of  wood,  shows  dark- 
!  stained  oak  for  the  ornamented  panelling,  maple,  hut  not  too  light  in  color,  for  the  surrounding  friezes  or  borders,  and  light  oak  for 
j  the  geometrical  framework,  the  main  features  of  the  ceiling.  The  small  flowers  are  gilt  and  ioinud  with  fine  tracings  in  gold;  the  small 
i  medallions,  in  relievo  on  gold  ground,  represent  emblems  of  »Wine  and  Fruit. «  The  ribs  of  leaf  or  egg  and  dart  mouldings,  those  of 
j  the  centre-flower  or  shell,  and  the  highest  fillets  are  in  dead  gold,  the  panel  ornaments  traced  l)y  parallel  gold  lines, 
i  Tho  Workshop.  15 
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N'i  .  If  20,  I ’inl)rcll;i.  Hat  and  ('()a1  staiiil;  in  stained  ])ear  tree,  iniitatioii  of  ebony;  elevations  and  plans. 

rl.n  jdain  inonldiinfH  arc  p'dislied.  i(  cnrielicil  with  ornaincnt  they  are  rough  as  are  also  the  flutings  of  the  stem,  the  fillets, 
•  '  pc  bed:  the  xinall  lions’  Ijcads  vvitli  stick  or  nndiridla  lioldcrs.  and  the  pegs  for  hats  and  coats  oxydized  bronze.  If  combined 
wd’  a  I:on]i.  a‘  in  .\os.  II  and  I  .a,  it  may  scrv(^  as  catidclabrurn  in  a  central  hall,  while  No.  Ki.  shows  a  more  simplified  termination 
',  ■!  .lit  lainji.  So.  :>  t,f  siipidemcnt  gives  full-size  details  of  the  latter  with  supjiression  of  the  ornament. 
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No.  22. 


No.  23. 


No.  21. 


Nos.  21 — 23.  Carved  Bench  in  the  Hall  of  the  Railway-station,  Stuttgart.  —  Front,  side  elevation  and  section. 

For  details  see  supplement.  Nos.  1  and  2. 
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No.  24. 


'I'oilct.-tahlo;  with  dot, ails  in  Nos.  4  and  5  of  supplement. 
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Nos.  25 — 30.  Set  of  Jewellery,  rings,  ear-pendants,  watch,  bracelet  and  richly  ornamented  locket, 

to  be  worn  on  a  chain  instead  of  the  brooch. 


The  Workshop. 
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No.  31. 


No.  33. 


Nos.  31 — 33.  Sjjeciinens  of  Wooden  parapets. 


Pol'tion  of  Upper  Frieze  and  Cornice  for  interior  decoration. 
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Va  R  I  O  U  S. 


Utilization  of  Tinman’s  Waste. 

Ill  the  scraps  of  the  tinsliops,  often  thrown  away  by  hundreds 
of  tons  bj'  the  tinmen  of  one  single  city,  we  possess  two  valuable 
metals,  iron  and  tin.  Attempts  have  been  lately  made  for  sepa- 
I’ating  these  metals  by  melting,  but  the  process  has  been  as  yet 
without  success.  What  physical  action,  however,  could  not  do, 
chemical  affinity  will  surely  complete.  We  say  this  in  regard  to 
a  process  by  which  the  sheet  tin  may  be  freed  from  its  coating 
without  being  subjected  to  heat.  The  process  is  by  first  treating 
tlie  scrajis  with  a  solution  of  caustic  lye,  thereby  obtaining  as  a 
product  a  valuable  color -base  (stannate  of  soda,  resp.  potassa), 
which  of  late  has  come  into  extensive  use  among  dyers.  As  both 
the  iron  scraps  and  the  tin  solution  serve  useful  purposes  in  the 
arts,  we  trust  that  many  of  our  readers  will  be  interested  and 
instructed  if  we  devote  some  space  to  the  above  suliject. 

Preparation  of  Stannate  of  Soda.  —  For  fastening  and 

brightening  dyes  especially  Turkey  red  from  madder,  stannate 

of  soda  is  unsurpassed  by  any  mordant;  it  is  furthermore  not 
poisonous,  as  is  the  double  salt  of  arseniate  and  Stannate  of 
soda  a  base  hitherto  employed  to  some  extent  for  fixing  fabrics. 
For  its  preparation  the  tin  craps  are  rolled  up  spirally  and 

liut  in  a  wooden  tub  with  10  per  cent,  of  sulj^hur,  and  5  per 

cent,  of  solid  caustic  soda  (in  manufacturing  the  resp.  potassa  salt, 
take  7  lbs.  of  the  latter),  enough  water  being  added  to  cover 
them.  Then  steam  is  turned  on  and  the  same  allowed  to  pass 
into  the  liquid,  until  the  scraps  are  free  of  tin,  when  the  alkaline 
liquor  is  drawn  off  by  a  faucet  and  left  to  evaporate  in  an  iron 
kettle  until  crystallizaticm  takes  place.  From  the  crystals  which 
simply  constitute  glauber  salt,  the  mother  lye  is  separated,  evapo¬ 
rated  to  dryness  in  another  vessel,  leached  out  Ijy  water  ami  fil¬ 
tered.  Tlie  product  thus  obtained  is  left  to  crystallize,  thus  for¬ 
ming  tlie  stannate  of  soda;  100  llis.  of  scraps  yield  12  to  15  lbs. 
of  the  latter. 

I’rcparatiojt  of  a  Xeir  (  Tin)  Green.  —  Tliis  paint  which  we 
]iropose  to  call  »Phenician  greenc,  because  its  base,  the  tin,  was 
tii'st  obtained  liy  the  ancient  Phenicians  is  not  poisonous  like  Paris 
and  other  greens,  it  does  not  bleach;  may  be  used  as  lime  and 
water  color  and  deepens  in  oil.  It  is  prepared  by  adding  a  solu¬ 
tion  of  stannate  of  soda,  made  of  15  jiarts  of  the  dry  substance 
t(j  one  consisting  of  12  ])arts  of  blue  copperas.  The  precipitate 
obtaine<l  is  collected  and  waslied  out;  by  adding  chrome  yellow 
fir  a  decoction  of  fustic  a  blue  shade  may  be  imparted  to  it. 

I’rcjiaration  of  ]\fnft(iic  fjotd.  —  Ilisulpharet  of  tin  forms  gold- 
colorcd  translucent  scales,  of  a  peculiar  soapy  feeling.  It  is 
largely  employed  in  bronzing  wooil.  The  following  is  a  description 
of  its  nuide  of  jirejiaration  from  tin  scraps.  Put  the  scraps  in 
gla/.ed  pots,  cover  them  with  muriatic  acid,  anil  when  the  tin  is 
all  taken  iqi.  transfer  the  liquid  into  another  vessel.  Should  it 
yet  lamtain  free  acid,  add  now  scra[is.  Then  immerse  cojipei' 
plates  into  the  liipiid;  the  titi  will  thus  by  galvanic  action  ju’cci- 
pitate  upon  them  as  a  sjiongy  mass.  Collect  the  tin,  wash  it  with 
water,  dry  it  and  mix  it  intimately  with  equal  parts  of  sulphur 
and  salairinioniac.  fill  thc7nix(uro  into  glass  retorts  and  heat  them 
tqi  gr'adually  on  a  sand-blast.  The  bronze  is  obtained  ])artly  as 
a  sublimate,  partly  at  the  bottom  fif  t.lie  retort. 

For  the  .Mfinnfaclnre  o/' Coy/pfovi.s.  'J'his  process  is  too  well 
known  to  be  df!scribed. 

I’reparalion  of  a  Xeir  Tolinliln;/  lor  fljdiral  Gla.s.ses.  —  This 
i-  obtained  by  |)reci[)itating  a  copperas  solntion  by  fixalic  acid, 
and  drying  itnd  heating  the  preeijiitate. 

I’reparation  of  „Iron  Grej;n“.  —  I'drst  jii'cqiare  Prussian  Idue 
by  mixing  a  solution  of  cojiperas  with  one  of  yellow  prussiate  of 
jiotassa.  dissolve  the  same  in  oxalic  acid,  and  add  to  the  residting 
blue  li(|uid  a  solution  of  bichromate,  of  jiotassa  and  a  small  quan¬ 


tity  of  sugar  of  lead.  Collect  the  green  precipitate ,  wash  it  out 
and  dry  it.  Any  intermediate  shade  may  be  obtained,  from  the 
deepest  blue  to  the  brightest  green,  by  varying  the  proportions  of 
the  three  solutions.  In  closing,  we  will  mention  that  zinc  and 
cadmium  are  thrown  down  in  a  dentistri  from  a  solution  of  binoxide 
of  tin  in  potassa  'Scientific  American.) 


Machinery  for  the  Manufacture  of  Wood-pulp 
for  Paper  making. 

Many  very  interesting  samples  of  paper  manufactured  from 
wood  have  lieen  shown  at  the  Paris  Exhibition.  The  invention  is 
not  irew ,  but  the  processes  liy  which  the  fibres  are  treated,  the 
method  of  whitening  the  material  and  converting  it  into  a  pulp 
for  the  manufacture  of  excellent  paper,  have  only  now  been  suc¬ 
cessful.  1  he  machinery  is  driven  liy  three  portable  engines,  of  the 
united  power  of  50  horses.  It  consists  principally  of  the  »deflbrer« 
or  grindstone,  by  which  the  wood  is  reduced  into  fibre,  whilst 
water  is  continually  running  over  it.  The  wood  is  held  firmly, 
and  jiressed  against  the  stone  liy  a  self-acting  mechanism,  and 
ground  into  a  mass  of  fibre.  It  then  passes  through  a  coarse  sor¬ 
ting  apparatus,  in  which  the  splinters  of  wood  are  removed.  This 
ajiparatus  separates  at  the  same  time  the  coarse  part  of  the  fibre, 
and  conducts  it  to  the  refiner,  and  it  also  serves  for  the  mixing  of 
the  coarser  pulp.  Tlie  refiner  consists  of  a  pair  of  millstones,  bet¬ 
ween  which  the  pulp  is  ground ;  it  then  passes  to  a  sorting  appa¬ 
ratus,  consisting  of  a  series  of  cylinders,  covered  with  wire  gauze. 
The  different  qualities  of  pulp  are  sorted  according  to  the  degree 
of  fineness,  and  delivered  into  tanks.  Fightj'  of  these  machines 
have  already  been  constructed,  and  supplied  to  various  parts  of 
Europe,  and  the  factories  in  operation  in  France  and  elsewhere  are 
preparing  daily  from  1,00()  to  2.000,  and  in  some  instances,  10,000 
kilogrammes  of  pulp  per  day  from  wood,  for  the  production  of 
white  paper.  Hitherto  there  has  been  great  difficulty  in  producing 
paper  from  woody  substances,  on  account  of  it  not  receiving  ink 
and  pressiu-e  without  deterioration. 


Enamel  on  Iron. 

Years  ago  thoughtful  ornamentists  might  have  been  struk  by 
the  application  of  enamel  to  our  most  common  culinary  utensils, 
stewpans,  pots,  kettles,  indeed  every  article  formed  of  iron  and 
intended  for  cooking.  'This  manufacture  has,  as  might  have  been 
expected,  resulted  in  the  production  of  plates  and  panels  with  sur¬ 
faces  sufficiently  fine  for  the  rece2Jtion  of  ijaintings  as  minute  in 
finish  as  the  rare  works  of  the  most  eminent  French  enamellists. 
'J’he  difficulty  of  enamelling  on  metal  is  occasioned  by  the  unequal 
exjiansion  of  the  metal  basis  and  the  enamel  surface;  but  this  con¬ 
stant  source  of  danger,  very  frequently  of  utter  ruin  to  valuable 
jiaintings,  has  been  obviated  by  Mr.  Bough,  the  inventor  of  the 
jirocess ,  whose  enamel  expands  and  contracts  equally  with  the  iron 
2)late  on  whicli  it  is  laid ;  and  thus  the  jirocess  admits  of  the  jore- 
jiaration  of  panels  of  any  size.  But  the  value  of  the  invention  is 
its  cheapness  and  adaptability  to  the  enrichment  of  an  almost  end¬ 
less  catalogue  of  domestic  utilities,  as  finger- jjlates ,  door-handles, 
name-jilates,  ornamental  ^lanels  of  every  kind,  etc.  In  all  ordinary 
cases  the  design  is  pirinted  on  the  jilate,  then  colored  by  hand,  and 
aftei’wards  submitted,  as  usual,  to  the  furnace.  But  in  the  j)ro- 
duction  of  large  jilates  we  see  a  new  era  opening  in  enamel  orna¬ 
mentation.  (The  Art-,Iournal.) 
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Bookbinding  and  Fancy  Leathergoods.=^) 


-ArchsBologists,  find  such  artists  versed  in  Arcliseo- 
logy  as  principally  cultivated  Medifeval  Art,  and  exer¬ 
cised  great  influence  on  the  regeneration  of  modern  taste, 
were  the  first  to  aim  at  a  reformation  in  this  branch 
also.  But  here  they  met  with  the  same  fate  as  else¬ 
where  ;  they  gave  the  impulse,  but  fashion  soon  left  them 
far  behind.  Some  single  specimens  of  great  magnificence, 
successfully  illustrative  of  medieval  art,  might  he  pro¬ 
duced,  but  practised  on  a  large  scale  it  could  not  but 
soon  be  discovered  that  the  medimval  style,  either  in 
metal-work,  or  only  embossed  leather-work,  was  no  longer 
quite  appropriate.  Simple  and  plain  binding  in  leather 
as  practised  in  the  second  half  of  the  and  in  the 
fiist  half  of  the  17“^  century,  with  stamped  and  partly 
colored  ornament,  had  to  be  resorted  to  as  being  both 
artistically  and  23ractically  the  most  aj:)propriate.  Here 
in  fact  are  the  models  to  be  sought,  for  a  revival  of 
bookbinding  and  its  generic  arts. 

We  aie  not  able  to  say  whether  this  revival  was 
initiated  by  the  English  or  the  French.  The  first  book¬ 
bindings  we  have  seen  of  the  kind  were  English.  In 
last  year’s  Paris  Exhibition,  many  examples  of  French 
bookbinding,  especially  those  of  the  well  known  literary 
institution  of  Marne  and  Son  at  Tours,  showed  that  this 
path  had  been  energetically  and  most  successfully  pur¬ 
sued.  A  gieat  number  of  the  bindings  were  apiDropriate, 
neat,  showing  harmony  in  color,  and  good,  sensible  orna¬ 
mentation  applied  to  the  right  place  and  their  execution 
enriched  with  arabesques  of  extreme  delicacy;  only  some¬ 
times  the  arbitrary  character  of  French  art  injured  the 
general  effect.  These  productions,  in  spite  of  their  sim¬ 
plicity,  were  far  in  advance  of  all  the  pomp  and  splen¬ 
dour  which  the  Vienna  and  Berlin  manufacturers  had 
displayed  in  their  works. 

By  turning  back  into  the  true  path,  this  regene¬ 
ration  of  the  old  craft  of  bookbinding  has  not  only 
helped  to  restore  leather  to  its  former  place  of  honor, 

^  ut  has  also  led  to  a  true  appreciation  of  this  material 
in  another  industrial  department,  viz.,  in  Upholstery. 

See  p.  49,  ante. 
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Our  modern  patrons  of  Medimval  Art  had  an  idea  that 
leather  had  been  the  real  covering  for  castle  furniture 
and  fittings  during  the  age  of  chivalry.  But  although 
this  was  not  the  case,  since  it  was  only  in  the  1 6*’*  cen¬ 
tury  that  furniture  began  to  be  fitted  with  fixed  cush¬ 
ions,  still  it  cannot  be  denied  that,  considering  the 
weight  and  massiveness  of  our  modern  mansion-furniture, 
leather  is  an  entirely  appropriate  covering,  and  is  espe¬ 
cially  suitable  for  similar  modern  articles  of  constructive 
design  with  any  pretence  to  solidity  and  stateliness. 
This  leads  however  to  a  question  as  to  its  ornamen¬ 
tation.  Leather,  either  in  its  natural  hue,  or  artificially 
colored,  each  quite  commendable  in  the  right  place,  was 
not  thought  sufficient  when  a  certain  richness  was  requi¬ 
red.  The  pillows  and  fixed  cushions  of  the  16**’  century 
which  have  been  preserved,  show  delicate  ornamental 
goldqonnting,  corresponding  to  the  contemporary  book¬ 
binding  already  described.  It  was  not  until  the  17“’ 
century  that  a  broader  treatment  of  ornamentation  arose, 
which,  in  its  develoimient,  adopted  the  quaint  scrolls  and 
lines  of  the  Rococo,  combined  with  stamping  in  relief, 
gold  and  various  colors. 

This  last  system  was  revived  again  by  our  modern 
Medi^evalists ;  they  introduced  stamped  leather  with  con¬ 
ventional  mediieval  ornaments,  only  they  fell  into  the 
mistake  of  making  the  relief  too  high,  which,  at  least 
in  furniture  intended  for  sedentary  purposes,  was  offen¬ 
sive  to  good  taste.  Still,  this  also  has  modified  itself; 
and,  in  the  last  year’s  Paris  exhibition,  we  Avere  pleased 
to  see  chairs  of  English  workmanship,  ivith  leather 
covers  enriched  ivith  ornamental  goldprintings  without 
lelief,  specimens  Avhich  may  he  held  up  as  models  in 
every  respect. 

A  very  different  development  has  been  given  to 
leather  hangings,  a  branch  of  industry  closely  associated 
and  connected  ivitli  the  above.  These  also  ivere  thought 
to  be  of  more  ancient  origin  than  they  really  are,  the 
17“'  century  being  the  date  in  which  they  flourished. 
Their  reintroduction  ivas  attempted  simultaneously  Avitli 
the  promotion  of  Medievalism,  hut  the  necessity  of  pro¬ 
viding  a  clieaper  suhstitute  soon  made  itself  apparent 
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the  application  of  the  real  material  to  the  large  areas 
to  he  covered  i^roving  too  expensive.  Hence  it  came 
that  the  treatment  in  general,  the  stamping  in  low  relief, 
gilding,  and  coloring  were  retained,  hut  the  stuff  itself 
underwent  a  change;  stiff  paper  and  loaper  stuffs  repla¬ 
cing  the  leather.  Such  imitations  of  leather  were  to  he 
seen  at  the  exhibition  in  the  French,  English  and  Bel¬ 
gian  departments.  The  English  specimens  which  differed 
most  materially  from  the  original,  were  the  most  suc¬ 
cessful  in  color  and  design,  the  French  examples  keejr- 
ing  too  closely  to  the  typical  scrolls  and  ornaments  of 
the  17“"  century,  the  coloring  being  too  heavy,  dull  and 
indistinct  in  tint. 

In  hangings  therefore  leather  had  to  give  way  to 
its  substitutes,  while  in  the  whole  department  of  small 
fancy  articles,  viz.,  dressing  cases  and  hags,  caskets  and 
boxes  of  all  sorts  it  has  achieved  even  more  than  its 
due  portion  of  success  and  now  vies  with  porcelain, 
metal,  wood,  etc.  It  has  already  been  stated  that  to¬ 
wards  the  close  of  the  middle  ages,  leather  with  a  sort 
of,  incised  or  rather  engraved  ornamentation,  had  been 
much  in  favor  for  the  objects  just  referred  to.  This  was 
quite  a  legitimate  style  of  decoration,  and  it  must  there¬ 
fore  be  regretted  that  with  the  alteration  in  bookbinding 
it  fell  into  oblivion.  It  even  seems  that  leather  .was 
supplanted  in  this  branch  at  an  earlier  period  by  a  less 
solid  substitute,  in  as  much  as  boxes  and  cases  of  card- 
hoard,  with  all  sorts  of  decorative  works  of  paper  and 
papier-mache  applied  to  it,  and  somewhat  later  covered 
with  silk,  satin,  or  embroidery  are  of  a  rather  remote 
date.  This  latter  system  of  decoration,  affording  a  free 
scope  to  ladies’  skill,  was  in  high  favor  during  the  IS**" 
century,  and  threw  leather  completely  into  the  back¬ 
ground. 

It  is  tlierefore  hut  fair  that  this  material  should 
li.ave  recently  come  into  favor  again  in  tlie  industrial 
dejtai'tment  of  faiicy  articles;  still  a  judicious  and  true 
system  of  aiTistic  decoration  and  treatment  ought  to  he 
oljsf-rved.  But  we  are  sorry  to  say  that  there  is  still 
miicli  room  hjr  improvement,  a  tendency  to  overdo  it 
hi’iijg  a])parent.  For  tlio  material  having  come  into 
f:i-  liioii.  thf'  manufacturer  tliinks  himself  sometimes  justi¬ 
fied  111  using  it  everywhere  and  always,  and  even  in 
treijiie'iitly  de.^eeuding  to  an  imitation  of  it,  where  it  is 
utterly  out  of  ]daco.  Thus  we  have  seen  at  the  Paris 
e.xhihitiou  and  (dsewhere,  articles  of  wood,  e.  g.,  frames, 
kuifeli.'iiidles.  (;veu  candlesticks  all  covered  with,  or  being 
made  to  repr<;sent  leaf  her;  poi-celain  cups  with  leather 
luiin-.  niefnl  monuts  and  hands,  nay  oven  some  articles 
of  jewrdlery  eonverfed  into  sfrajis.  'J'his  is  just  the 
)•e\eI■,(.  (jf  right,  and  we  must  sfrongly  ]>rotcst  agtiinst 
any  siuh  imitations,  since,  the  articles  sindhir  to  these 
alluded  to.  otight,  in  accordance  with  their  natui'e  ami 
(h-  tinat ion,  to  he  suggestive  of  strmigth  a.nd  siqijiort;  for 
which  re;i -on .  in>teail  of  hcing,  in  i-eality  or  in  ap- 
penranee  only,  of  a  soft  and  siipjile  mateiial.  they  ought 
to  he  trong.  titf.  and  hard. 

Such  misapplications  of  leather,  even  if  only  in 
-einhlaiice.  must  of  course  he  thoi’oughly  discarded,  and 


the  manufacture  he  governed  again  by  common  sense. 
In  this  however  there  are  great  difficulties  to  be  en¬ 
countered;  for  in  the  first  place,  these  articles  are  un¬ 
fortunately  looked  upon  as  mere  things  of  fashion,  and 
not  of  true  beauty  and  good  taste.  The  increasing  de¬ 
mand  and  the  consequent  competition  require  for  each 
season  new  forms  and  inventions  without  any  regard  to 
the  sense  or  folly  which  dictates  the  idea,  or  to  their 
beauty  and  conformity  to  their  puipose.  To-day  calf¬ 
skin  is  the  fashion,  to-morrow  hogskin,  to-day  it  is  red, 
to-morrow  blue,  then  green;  to-day  bags,  purses  and 
cigar-cases  are  of  tanned  and  dressed  skins,  to-morrow 
we  find  them  in  all  their  original  roughness. 

Against  colored  leather  in  itself,  we  have  nothing 
to  object,  but  in  the  first  i^lace  color  must  not  be  sub¬ 
jected  to  fashion,  and  in  the  second  it  does  not  suffice 
by  itself.  The  different  sorts  of  grained  leather,  cor¬ 
dovan,  shagreen,  morocco,  Kussia  leather,  etc.,  can  cer¬ 
tainly  be  turned  to  good  account,  but  their  application 
ought  to  be  more  manifold  and  artistic. 

First,  slight  relief  ought  to  be  reintroduced  for 
these  fancy  leathergoods,  though  certainly  neither  em¬ 
bossed  leather  with  figure  subjects  which  has  also  been 
attempted,  nor  flower  pieces  formed  by  raised  leaves 
glued  together.  This  fashion  of  once  greatly  favored 
ladies’  work  is  c^uite  out  of  jilace;  but  a  sort  of  low 
relief  decoration  in  the  style  of  book  covers  of  the 
16“'  century,  cold-pressed  or  stamped  with  elegant  linea¬ 
ments  and  arabesques  in  gold  would  be  most  appro¬ 
priate.  Then  the  free  and  delicate  ornamentation,  mostly 
finished  by  artistic  work  of  hand,  of  the  14*’'  and  15*’' 
century,  consisting  in  incising,  underlaying,  and  engra¬ 
ving  the  leathei’,  would  be  worthy  of  reintroduction,  al¬ 
though  not  easily  made  by  machinery.  Nor  is  coloring 
and  painting  the  leather  relieved  also  by  gold,  to  be 
rejected,  better  still  if  iDainting  is  replaced  by  embroidery 
in  silk  and  goldthreads,  or  by  thin,  colored  stripes  of 
leather.  Even  leather  mosaic  might  be  advantageously 
introduced ,  though  not  in  the  way  illustrated  by  the 
latest  fashion,  which  imitates  the  “email  cloisonne'''’  by 
silken  flowers  with  contours  of  metal  bands.  This  is 
again  a  misconception  of  the  material  and  its  inherent 
properties.  The  mosaic  we  mean,  which  is  often  a  mere 
plaiting,  is  met  with  in  the  leather  works  of  the  East 
Indians  and  other  Oriental  nations,  and  similar  produc¬ 
tions  are  found  among  the  American  Indians,  Mexicans, 
and  other  races  of  Spanish  origin.  As  a  rule  ethno- 
grapliic  collections  must  be  studied,  if  Art-Industry  is  to 
be  marked  by  beauty  of  style  and  perfection  of  taste; 
for  we  find  that  Oriental,  and  chiefly  uncivilized  nations 
proceed  with  a  keen  perception  of  conformity,  truth  and 
artistic  display;  thereby  furnishing  works  highly  sugges¬ 
tive  to  the  artist  by  profession.  But  though  we  are 
little  used  to  regard  these  collections  in  such  a  pi’actical 
liglit  we  shall  have  to  learn  to  do  so;  for  a  closer  study 
of  them,  in  connection  with  the  sources  from  which 
tliey  are  derived,  might  conduce  very  essentially  to  bring 
back  our  Art-Industry,  now  so  loose  and  systemless  in 
matters  of  ornamental  Art,  into  the  right  path. 
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Specimens  of  Ornamentation, 


No.  1. 


No.  2. 


No.  1.  Roman  Style;  Marble  Flower  from  the  Foram  of  Nerva;  worked  between  the  modillions  in  the  under  side  of  the  corona 

of  the  Corinthian  cornice. 

No.  2.  Roman  Style ;  Richly  ornamented  Carvings  in  marble ;  on  the  cyma,  or  crowning  member  of  the  Corinthian  cornice  of  the  Temple 

of  Jupiter  Tonans;  (12  b.  c-) 
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Xo.  3. 


No  I. 


Nos.  3  and  4.  Marble  Mosaic,  f'oriniiig  pavement  of  Lucca  Cathedral  (1204) 
red,  white,  and  black  marble  employed  in  the  pattern. 
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No.  8. 


No.  5. 


Nos.  5  9.  Corbels  lor  the  Restoration  of  the  Church  at  Demniin ;  (Prussia). 
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No.  11. 


No.  10.  Modern  Itecorativc  ('arviiifrs;  for  execution  in  marl)le  or  alaba.ster;  a  square  panel  0.465“  in  length  and  breadth 

No.  11.  Ornament  for  the  Decoration  of  a  Flower  Vase;  executed  l)y  the  process  of  enamel-printing 

in  gold  with  red  outlines  on  blue  ground. 


No.  12. 


No.  12.  Design  for  Rug;  woven  in  .Jacquard  loom;  the  ground  crimson  with  blue  stars,  the  main  features  of  design  of  borders 

and  centre  being  in  light  brown  with  yellow  facings  on  sky-blue  ground. 
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No, 


No.  13. 


13.  Haimor  of  tho  United  Uertnan  Clioral  Sociotica.  (jompetition  de.sign,  '/'i  of  real  size;  rich  gold  embroidery  worked 
on  wliite  silk,  tlie  nj)])er  drapery  aixl  frame  of  conti'e  of  crimson  velvet,  pole  and  lyre  being  gilt. 


7H 


No.  14. 


5 


No.  15. 


No.  14.  Monstrance,  or  Vessel  for  the  Consecrated  Wafer  or  Host;  of  real  size,  from  a  drawing  in  the  Uffizi  Gallery,  Florence. 

No.  15.  Paschal  Candlestick;  of  the  17“‘  century,  in  the  Certosa  di  Pavia. 


The  Workshop.  1868. 


19 


Xo.  )G. 


Xo.  17. 


Cast  Iron  Drinking  I'’ountain;  plan,  front  and  side  elevation. 
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No.  19.  Wrouglit  Iron  Grille. 

No.  20.  Wrouglit  Balcoiiet. 

No.  21.  Wrought  Iron  Grille;  for  upper  part  of  a  house-door.  For  details  see  No.  3  of  supplement. 


a-b 


No.  25. 


C-d 


Noh.  22 — 2().  Oiirt'otiicr  in  polished  eljony;  '/n*  of  real  size. 

'I'lio  consolfis .  flie  liHle  e.olmims,  (lie  vases,  laurel  hraiiclies,  etc.,  are  rough,  the  mouldings  of  the  shafts,  and  hack  of  under 
division  heing  polished,  that  of  the  nppei’  one  lined  with  dai’kgreen  stutf,  hordcrs  and  fringes  black.  The  medallion  or  bust  of  upper 
part,  and  the  little  figures  right  and  hdt  are  oxydizcd  bronze. 

No.  20  illustrates  a  more  sini]ilc  troal.ment,  of  the  ujijior  jiart.  No.  0  of  Supplement  giving  the  necessary  full-size  drawings 
fcr  e.\eeution. 


Nos.  27  — .02.  Silver  Stand  for  mustard ,_  peppier  and  salt. 

The  glass  for  mustard,  the  pepper  and  salt  cellars  are  in  white  crystal,  the  casing  itself  of  silver,  all  the  ornamental 
parts.  VI/...  the  little  S|ihinxes,  foliage,  egg  and  dart  mouldings,  etc.,  heing  dead;  the  scotias  and  other  plain  mouldings  of  lid  and  foot 
of  stand  as  well  as  the  connecting  sjians  and  the  s]ioon,  with  the  exce[)tion  of  the  handle,  highly  polished.  The  linear  ornaments  are 
engraved,  or  in  niello. 


Nos.  2 1  32.  Silver  Stand  for  mustard,  pepper  and  salt  (for  descriptive  notice  see  p.  76.) 
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JSo.  3'6. 


Nds.  li;j  and  35,  Di'awing'-room  Cabinet; 

tlif  ii|ij,'T  part  with  shelves  for  vases,  h)’()nzes  and  other  objects  of  art,  supported  by  pedestals  of  drawers.  This  piece  of  furniture, 
'■xecuieil  in  ehcHiiut,  inlaid  with  dark  and  lijrht  wood,  is  iiitciiiled  to  correspond  with  a  corner  chimney-piece. 
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No.  '64. 


\ 


No.  34.  Design  of  Ceiling  in  Stucco,  for  an  irregular  corner-room;  painted  in  different  shades  of  light  bro'.vn,  relieved 

by  gold.  For  details  see  Nos.  1  and  2  of  supplement. 


NOTICE. 

Nos.  4  and  5  of  Supplement  give  details  of  the  Pulpit  of  the  Church  of  Sta.  Croce,  Florence,  the  design  of  ivhich,  with  further 
details  and  description  tvill  appear  in  Part.  6. 
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Various. 


Improvement  in  Artificial  Stone,  Stucco, 
Cement,  etc. 

George  A.  Frear,  of  Chicago,  III.,  tlie  patentee  of  this  new 
process,  describes,  in  the  Scientific  American,  tlie  nature  of  his  in¬ 
vention.  which  consists  in  the  use  of  an  aqueous  solution  of  gum- 
shellae,  or  its  equivalent,  in  cementing  togetlier  particles  of  silex, 
alumina,  calcium,  or  other  mineral  substances,  to  produce,  arti- 
ticially,  a  hard  and  durable  stone,  stucco,  cement,  or  paint,  for 
useful  or  ornamental  purposes. 

The  shellac  solution  is  best  obtained  by  boiling  the  gum- 
shellac  of  commerce  in  water  previously  made  alkaline  by  the  ad¬ 
dition  of  any  suitable  alkaline  salt  in  proper  proportion.  The 
proportions  of  shellac,  alkali,  and  water,  may,  and  necessarily  will, 
vary  with  the  strength  and  quality  of  the  solution  required  in  pro¬ 
ducing  various  descriptions  of  stones,  cements,  etc. 

in  the  manufacture  of  artihcial  stones  foy  building  puiqioses, 
the  patentee  uses  a  solution,  obtained  by  first  dissolving  from  two 
to  four  ounces  of  saleratus,  potash,  soda,  or  other  equivalent  alkali, 
in  about  one  gallon  of  pure  boiling  water,  and  then  adding  thereto 
one  pound  of  gum-shellac,  boding  tlie  mixture  until  the  gum  is 
entirely  dissolved. 

A  firm  and  duralde  stone,  impervious  to  moisture,  is  pi’oduced 
by  damping  a  mixture  of  about  one  part  of  lijue  or  cement  and 
four  parts  of  sand  or  otlier  silicious  material  (with  or  without 
gi-avel  or  other  ingredients)  with  the  above  aqueous  solution  of 
sliellac,  and  then  tirmly  compressing  the  composition  into  moulds 
of  any  desired  form,  either  liy  siutable  machinery  or  by  hand,  with 
mallets  or  tamping  rods. 

The  ))locks  or  other  articles  thus  produced  will  rapidly  harden 
when  removed  from  the  moulds,  and  in  a  few  days  will  be  ready 
for  building  puiqioses.  It  is  preferable  to  olitain  the  compression 
of  the  material  by  percussion  rather  than  by  simple  pressure. 

To  produce  a  more  perfect  finish,  the  patentee  contemplates 
washing  the  surface  or  face  of  the  artificial  stone  thus  manufac¬ 
tured.  five  or  six  days  after  moulding  the  same,  with  a  weak 
solution  of  sliellac  dissolved  in  alcohol,  ether,  or  spirits  of  turpen¬ 
tine  (about  one  jiound  of  shellac  in  one  gallon  of  spirit). 

Instead  of  using  a  mixture  of  lime,  or  cement,  and  sand  to 
produce  an  artificial  stone,  he  also  contemplates  moistening  simple 
sand,  clay,  lime,  chalk,  or  other  earthy  or  mineral  substances,  as 
well  as  any  comfiinations  thereof,  with  his  aqueous  shellac  solu¬ 
tion,  and  then  moulding  the  same,  l\y  percussion,  into  suitable  blocks 
or  oihei-  devices,  so  that  endless  vaidety  may  Ije  obtained  therein 
at  )ileasure. 

'I'o  jiroduce  a  mastic  or  stucco,  so  much  of  the  shellac  solution 
IS  addeil  to  linn',  sand,  clay,  or  any  earthy  or  silicious  material, 
or  to  niixtiiiis  tliereol'.  tJiat  Ihe,  material  or  mixture  shall  be 
reduced  by  llm  solution  to  a  ]iasty  consistency,  which  can  be  rea¬ 
dily  work'-d  and  apjiliod  with  a  trowel.  If  then  a]jplied‘to  any 
siirfaci'.  it  \\ill  lirnily  aiilmrc  thereto,  and  upon  hardening,  produce 
a  firm  watcrqiroof  surface,  which  may  be  made  to  resemble  stone 
so  closely  as  not  to  be  readily  distinguished  from  it.  lly  making 
the  conqiosit ion  still  thinner,  it,  may  he  used  as  a  substitute  for 
paint,  and  it,  will  al:-o  form  a  strong  and  adhesive  cement  for 
stone-work.  etc. 

'I'lirough  a  pnqier  ehoie,e  of  t,he  sand  or  oilier  siibslaiices  for¬ 
ming  the  basis  of  these  ini|iroved  artificial  stone.s,  etc.,  or  by  the 
use  of  cohiring  matter  in  connection  l.herewit  h,  nearly  all  descrifi- 
tionr  of  natural  stone  may  be  imitated,  and  any  colors  oi-  shades 
of  maVTial  obtained  at  jileasurc. 

In  ajqilying  this  iirijiroved  stucco  or  mastic  f,o  buildings,  whether 
of  lirick  or  stone,  the  surface  is  first  washed  with  the  aqueous  shel¬ 
lac  oliition  preparatory  to  laying  on  the  conqiosition  hereinbefore 
described. 


PhotograpLy  on  Porcelain  or  Glass. 

The  Builder  describes  the  following  curious  method  of  trans¬ 
porting  photographs  on  to  ceramic  surfaces,  patented  by  M.  Grune. 
The  usual  negative  on  glass  is  coated  with  a  fusible  glass  by  the 
heat  of  a  common  cupelling  furnace,  and  the  image  is  thus  pro¬ 
tected,  and  positives  are  got  from  the  negative  by  collodionising 
the  image  side  of  the  negative  in  a  dark  room  with  iodised  collo¬ 
dion  ;  and  after  it  is  developed  it  appears  in  reduced  silver.  Before 
the  collodionised  surface  is  quite  dry,  a  sharp  pioint  of  a  needle 
is  run  all  along  the  borders,  and  the  plate  is  then  immersed  in 
water  containing  5  pier  cent,  of  glycerine.  The  film  of  collodion 
soon  floats  on  the  liquid.  The  film  is  taken  out  when  wanted, 
and  its  silver  surface  changed  to  gold  by  chloride  of  gold,  or 
to  the  appiearance  of  steel  by  chloride  of  pdatinum ,  after  which 
it  is  dipiped  into  a  solution  of  metallic  salts,  which,  by  the  action 
of  fire,  will  yield  certain  colors  according  to  the  operator’s  wish. 
The  film  is  now  carefully  laid  on  the  porcelain  or  glass  to  be 
adorned  ;  and  it  sticks  by  means  of  diluted  glycerine  and  a  soft 
brush.  It  is  then  coated  with  a  vitreous  flux,  ami  becomes  per¬ 
manently  fixed  in  the  furnace. 


Paris  News. 

The  Academie  des  inscriptions  et  belles-lettres  has  elected  the 
Count  Melchior  de  AMgiie  to  suppdy  the  place  of  acadhnicien  libre 
vacant  in  consequence  of  the  decease  of  the  duke  de  Luynes.  M.  de 
Vogue  has  acquired  a  well-earned  repmtation  amongst  archaeologists 
and  architects  liy  bis  travels  in  the  East,  the  results  of  which  he 
lias  given  in  two  handsome  works,  V Architecture  civile  et  religieuse 
cn  Syric,  du  B''  au  VIB  si'ecle;  and  le  Temple  de  Jerusalem ;  wliich 
he  published  on  his  return  in  collaboration  with  a  well  known 
artist,  M.  Edmond  Duthoit,  architect. 

By  desire  of  the  ministere  des  Beaux-Arts,  the  French  archi¬ 
tect  employed  in  the  re-erection  of  the  Church  of  the  Holy  Se- 
pmlchre  at  Jerusalem  is  occupied  with  the  execution  of  a  pilaster 
cast  of  the  tomb  of  Philipipi  d’Aubigny  recently  discovered,  the 
repiroduction  of  which  is  intended  to  stand  in  the  Salle  des  Croi- 
sades  at  Versailles. 


Coaguline. 

'I’his  is  a  new  transpiarent  cement;  it  apjpDoars  the  production 
of  opierative  chemists  in  StockpDort;  its  adhesiveness  and  tenacity 
are  said  to  be  extraordinai’y.  Glass,  leather,  wood,  stone,  ivorjq 
Vione,  or  minerals  can  lie  pueced  or  joined  by  it;  and  so  tenacious 
is  it  that,  when  thus  used,  it  will  resist  a  strain  of  224  lb.  or 
more.  Heat  and  cold,  fire  and  water,  are  successfully  resisted  by  it. 
Ill  piecing  glass  or  crystal  with  it,  its  transparency  renders  the 
junction  impercepitible,  and  its  adhesiveness,  in  fact,  makes  the 
liroken  glass  or  crystal  as  good  as  new.  Its  usefulness  has  led  to 
the  introduction  of  a  leather  line  for  window  cords,  the  splice  of 
the  cord  being  jointed  by  the  cement,  and  thus  an  endless,  smooth, 
and  regular  Viand  is  piroduced.  Its  uses  are  described  as  being 
innumerable.  The  piroducers  (and  discoverers,  we  piresume)  of  this 
new  cement  are  said  to  lie  Messrs.  Kay,  Brothers,  of  Stockpiort, 
operative  chemists.  The  Builder. 


Dural )]e  Coat  of  Paint  on  Wood. 

'I'liis  piaiiit,  impiervious  to  moisture,  is  piroduced  by  dissolving 
H/i  lb.  of  colophony  witli  48  lli.  of  trainoil  and  I'/a  lb.  of  sulphur, 
to  which  is  added  so  much  of  burnt  ochre  as  is  thought  necessary 
for  the  requisite  shade  of  color.  The  piaint  is  apiplied  while  hot, 
and  the  jirocess  repeated  a  few  days  afterwards. 


Prof.W.Baumer,  I.Schnorr  ahd  Others. 


VOL.  I.  NO-  0. 


The  Pulpit  in  the  Church 

No  pei'iod  of  the  history  of  the  hue  Arts  and  their 

development  is  so  interesting ;  none,  in  comparatively  so 
short  a  time,  so  productive  and  manifold  in  its  creations, 
as  the  beginning  of  our  modern  style  of  art,  the  early 
Italian  Renaissance.  The  Antique,  treated  iu  the  freest 
manner,  and  imbued  with  a  romantic  charm  till  theii 
unknown ,  a  most  delightful  uaivete  and  congeniality, 
united  with  perfection  of  beauty  and  form,  pervading  the 
whole,  produced  a  style,  whose  fascinations  no  true 
disciple  of  Art  was  able  to  resist;  and  wliose  influence, 
of  the  highest  importance  in  the  advance  of  civilization 
since  those  times,  will  he  of  lasting  duration. 

The  magnificent  decorative  works  of  Florentine  Art, 
its  grand  niarl)le  scul])tures,  are  what  nowadays  stand 
before  our  eyes  as  the  inheritance  of  that  golden  age; 
and  as  the  result  of  the  high  aspirations  of  the  cham¬ 
pions  of  their  noble  Art,  to  give  a  true  and  tangible 
expression  to  the  style  of  the  15“'  century. 

In  the  days  of  Brunelleschi,  Andrea  Sansovino,  Bene¬ 
detto  da  Majano,  no  strict  and  clearly  defined  separation 
of  Sculpture  from  Architecture  was  known;  all-powerful 
iu  their  united  resources,  they  produce  works  of  Art  of 
the  truest  harmony  and  unblemished  beauty,  ami  which 
can  only  he  called  into  life,  l)y  the  simultaneous  and 
equal  proficiency  of  the  most  skilful  and  prominent 
masters  of  their  respective  arts.  We  have  preserved  to 
us  an  abundance  of  the  most  beautiful  specimens,  works 
of  unsurpassed  worth,  tending  to  promote  an  earnest 
study,  of  the  greatest  importance  to  modem  Architecture, 
from  which  the  most  brilliant  results  may  be  expected. 

One  of  the  most  striking  examples  of  the  happiest 
time  of  the  Renaissance,  preserved  in  a  wondei'fully  per¬ 
fect  state,  is  the  pulpit  of  Sta.  Croce  iu  Florence ,  *  a 
work  of  Benedetto  da  Majano,  a  Florentine  sculptor  and 
architect,  (1444 — 1498)  one  of  the  most  charming  artistic 
characters  of  the  age  in  which  he  lived.  The  Church 
of  Sta.  Croce  is  justly  considered  one  of  the  most  stri¬ 
king  creations  of  the  Florentine  Gothic.  Begun  in  the  year 
1294,  we  behold  a  master-piece  of  Architecture.  Octa- 


*  See  p.  86,  87. 
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OF  Sta.  Croce  in  Florence. 

gonal  i^illars,  from  Avhich  spring  lofty  pointed  arches 
supporting  the  ojien  tirnhei-  work  of  the  roof,  divide 
the  im])osing  interior  into  three  aisles.  Leaning  against 
one  of  the  pillars  of  the  south  aisle,  is  the  pulpit  car¬ 
ved  in  white  marble  of  f5rato,  the  ground  plan  of  which 
forms  five  sides  of  a  regular  octagon,  at  the  corners  of 
which  six  fluted  columns  are  supported  by  an  equal 
number  of  consoles.  Relievi  fill  the  area  of  the  panels 
between  these  columns;  the  contraction  of  the  main 
body  of  the  pulpit  lieing  effected  by  means  of  the  con¬ 
soles,  they  gradually  draw  together  towards  their  under 
part,  to  find  their  lowest  point  of  support  in  a  termi¬ 
nating  octagonal  bracket. 

d’his  arrangement  of  the  consoles  is  not  without 
precedent.  Tlie  pulpit  of  Sta.  Maria  Xovella,  one  of  the 
master-pieces  of  Maestro  Lazzaro,  and  of  somewhat  earlier 
date,  shows  a  similar  arrangement  which  has  therefore, 
not  without  reason  perhaps,  been  considered  the  first 
step  to  the  much  grander  work  of  Majano.  A  similar 
instance  is  to  he  seen  in  the  carved  wooden  puli^it  of 
Troyes,  (1525)  whence  it  may  lie  inferred  that  these 
three  works  of  Art,  are,  as  it  were,  structural  embodi¬ 
ments  of  one  and  the  same  idea. 

What  strikes  our  eyes  most  of  all  in  the  pulpit  of 
Sta.  Croce  is  the  exuberant  richness  and  elegance  which 
the  artist  displays  in  the  decoration  of  the  panels  and 
consoles.  Neither  here  nor  in  the  capitals  of  the  six 
columns  does  the  florid  imagination  of  the  iMaster  allow 
the  repetition  of  one  single  ornament,  his  inexhaustible 
genius  emhellishing  them  with  rich  and  ever’ -varying 
forms  of  foliage,  wreaths  of  flowers,  and  fruits,  and  other 
decorative  features.  The  panels ,  consoles  and  frieze 
under  the  crowning  cornice,  as  also  the  escutcheon  on 
the  lower  extremity  of  the  pulpit,  exhibit  elegant  orna¬ 
mentation  on  gold  ground  which,  although  no  longer  in 
all  its  pristine  splendour,  contributes  considerably  to  the 
harmony  of  the  whole.  This  profuse  introduction  of 
gold  is  common  to  many  other  contemporary  monumental 
structures,  carvings  in  marble  and  wood,  and  is  a  very 
effective  enrichment;  this  is  illustrated  for  instance  by 
the  panelling,  pilasters,  egg-mouldings  and  other  oriia- 
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ments.  in  the  sacristy  of  Sta.  Croce  and  in  the  sepulchral 
monument  of  jMarzuppini ,  hy  Desiderio  da  Settignano, 
where  traces  of  former  decorative  painting  may  still  he 
observed. 

The  statuary  enrichment  of  the  jniljht  consists  prin¬ 
cipally  in  the  above  named  relievi,  being  representations 
from  the  history  of  the  order  of  the  Franciscans  to  which 
the  Church  of  Sta.  Croce  belongs. 

The  subjects  are 

1.  Pope  Ilonorius  couhrming  the  rules  of  the  order 
of  St.  Francesco  of  Assisi. 

2.  The  Saint  passing  unharmed  through  the  fire 
before  the  Sultan. 

3.  The  sacred  wounds  appearing  to  him. 

4.  The  death  of  the  Saint,  and 

0.  Martyrdom  of  five  Franciscan  monks  in  iVIauri- 
tania.  * 

The  relievi,  exliibiting  almost  throughout  the  hap¬ 
piest  compositions,  full  of  beautifully  conceived  ideas, 
are  real  gems  of  this  period  of  Art;  treated  in  the 
noblest  style,  they  are  of  a  remarkable  delicacy  and 
artistic  finish.  Rich  landscape  or  ai’chitectural  back¬ 
grounds,  although  sometimes  on  the  very  verge  of  the 
I)icturesque,  still  strictly  within  the  conventional  laws 
of  the  relievo,  complete  these  panel  decorations.  The 


details,  as  avcII  as  the  arrangement  of  the  whole,  remin¬ 
ding  us  strongly  of  the  best  works  of  Gldljerti.  Be¬ 
tween  the  Consoles  are  five  niches  of  red  marble;  each 
holding  a  statuette  which,  in  spite  of  the  small  scale, 
rank,  in  concejAion  and  execution,  with  the  finest  crea¬ 
tions  of  that  time,  the  choicest  relics  of  a  glorious  and 
llnui'ishing  Art.  The  heavenly  virtues,  Faith,  Hope, 
( 'liarity, Fortitude,  and  .justice,  ftnnish  the  sulijects 
of  these  charming  representations. 

.^together  this  work  of  Art  conveys  the  impression 
of  the  most  perfect  hai'inony  and  ]'e])Ose  extending  to 
tin-  smalleNt  details;  it  fascinates  the  eye  by  the  exqui- 
'ite  tinish  of  art-workmanship  and  composition,  by  the 
lidiness  of  imaginatif)n  which  it  dis])lays,  and  forms  a 
highly  siiccessfnl  artistic-  ci'eation  hardly  to  l)e  smpassed. 

'I  he  ascent  to  tlm  pulpit  is  by  a  Hight  of  steps, 
hidden  in  the  pilhii-,  and  Ihercfoi'e  quite  suhordinate, 
.'ind  '^hiit  hy  a  dooi-  highly  interesting  o]i  account  of 
its  exquisite  iiiarqneteiie,  oj-  hiJdrfiia.  'fins  riifarsia,  oi' 
decoi'ation  of  wood  jianelling  with  inlays  of  different  colo- 
)-f.d  wood,  for  the  most  part  rep)'i‘senting  ])ei’spective 
architectni-.al  flesigns,  .attained  its  higliest  ])eifection  at 
the  time  of  Itenedetfo  ,at  I'loi-ence  whei'c  it  was  much 

*  'J  ha  reliovi  1,  2  and  t,  arc  rcjircHcntcd  in  our  drawing,  jj.  87. 

**■  ItcjircsonU'd  it]  onr  drawing. 


practised.  The  pulpit  door  of  Sta.  Croce  illustrates  a 
typical  specimen  of  this  artistic  branch.  Semi-circular 
in  its  upper  part,  it  is  framed  by  delicate  jamb  moul- 
1  dings  of  white  marble,  and  divided  by  several  stripes 
into  two  compartments,  tbe  upper  one  showing  the  mono¬ 
gram  V.  H.  S.  (in  hoc  signo  vinces)  surrounded  by  rays, 
the  lower  one  an  escutcheon  similar  to  that  on  the  pulpit, 
and  encircled  by  beautifully  conventionalized  rose-orna¬ 
ments.  The  wdiole  door  is  of  exquisite  elegance  and 
precision  of  workmanship. 

The  pulpit  was  erected  under  the  auspices  of  the 
Florentine  citizen  Pietro  Mellini.  whose  bust,  executed  by 
Majano  himself,  we  find  in  the  Uffizi  Gallery.  Vasari  speaks 
of  the  great  fears  which  were  entertained  at  the  time, 
on  account  of  the  piercing  necessary  for  the  introduction 
I  of  the  staircase.  By  this  weakening  of  the  i)illar,  danger 
I  was  strongly  apprehended  for  the  vaulting  which  it  sup¬ 
ports;  Mellini  however  gave  security  for  any  eventual 
[  damage  to  the  building  wbich  might  ensue,  and  Majano 
strengthened  the  pillar  by  cranqi-irons  in  such  a  way 
that  its  solidity  was  not  impaired. 

Benedetto  di  Nardi  da  Majano,  the  second  son  of 
a  stone  mason  of  Majano  near  Florence,  was  born  1 444. 
While  still  a  youth  he  assisted  his  elder  brother  Gui- 
liano  in  his  artistic  sphere;  marqueterie  find  marble  sculp¬ 
ture  being  tbe  branches  he  chiefly  pi-actised.  Vasari 
gives  the  highest  praise  to  the  perfection  our  master 
achieved  in  these  works  of  Art,  and  especially  mentions 
a  marqueterie  chest  of  remarkable  beauty,  executed  for 
king  Mathias  Corvinus  by  Majano,  who  brought  it  him¬ 
self  to  Hungary  and  placed  it  there.  On  his  return  to 
Florence,  he  occupied  himself  with  marble  sculpture, 
and  to  his  hand  it  is  that  Ave  OAve  the  Porta  dei  Gigli 
of  the  Palazzo  Vecchio,  and  the  seiAulchral  monument 
of  Filippo  Strozzi,  in  the  Church  of  Sta.  Maria  Novella, 
shoAving  the  most  exquisite  enrichment  in  the  statuary 
adornment.  Vasari,  in  enumerating  many  other  of  his 
Avorks,  omits  one,  the  toml)  of  S.  Bartolo  in  San  Agos- 
tino  at  S.  Gemignano,  Avhich  on  this  account  Ave  men¬ 
tion  here. 

Although  Majano  Avas  less  productive  in  architec¬ 
ture,  lie  attained  high  perfection  in  this  art  in  which 
he  may  vie  Avith  the  Ijest  of  his  contempories.  For  to 
him  Ave  are  indebted  for  the  prototype  of  Florentine 
Palace  architecture,  the  Palazzo  Strozzi;  a  Avork  marking 
an  era  in  Art  and  being  a  typical  illustration  of  the  style 
of  his  century,  Avhicli  bears  testimony  to  the  superior 
artistic  genius  and  the  extraordinary  talent  of  a  man 
Avhose  influence  on  early  Italian  Renaissance  A\"as  most 
poAverful  and  vast  in  extent  and  importance;  an  in¬ 
fluence  such  as  oidy  highly  intellectual  and  master  minds 
are  able  to  exercise  over  the  tendencies  of  their  time. 
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Specimens  of  Ornamentation. 


Xo.  2. 

Xo,  1.  Modern  French  Renaissance;  Capital  of  the  Composite  or  Roman  Order,  from  the  Louvre;  Paris. 

No.  2.  Romanesque  Style;  Ornamented  Tympanum  from  doorway  of  St.  Michael’s  Church;  Hall  (Wurtemherg),  ^yidth  of  doorway 

1.  75“-  in  clear. 
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No.  3. 


No.  4. 


No.  3.  MoHiiic  I'roin  Moiironln  ( iaflioitriil ,  near  Palermo  (1174  —  lI86). 

Il  l  <-,\:ini|ili-  of  glasii  mosaic  (sec  p.  o2  mile.)  sIiovvh  (liff'ei’cnl.  colors;  vi/..,  black  anil  while  as  indicated  in  our  drawing,  the  dotted 

|)!irtH  being  gold,  Ibc  liori/.onfal  sliading  rciircscnt  ing  the  vi'rinillion  ground. 


N’o.  4.  Iv.irly  tjotbic;  I’ortion  of  Cornice  from  I^aon  Cathedral;  (height  of  cornice  45  centim.), 
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No.  5.  Modern  French;  Gilt  Cast-iron  Ornament,  surmounting'  the  curved  ])odimeuts  of  main  i'acado  of  New  Opera  House: 

M.  Ch.  G  arnior,  Arcliiteet. 
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No.  6. 


No,  11. 


Nos.  6 — 12.  Details  of  Pulpit  No.  13;  Church  of  Sta.  Croce,  Florence. 
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I  No.  13. 
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No.  13.  Pulpit  of  the  Church  of  Sta.  Croce,  Florence,  by  Benedetto  da  Majano.  For  the  description  of  this  beautiful  specimen  of 
Italian  Renaissance  see  p.  81  ;  for  further  details  Nos.  4  and  5  of  Supplement,  Part  5. 


N'1‘1  14  :iii(l  1"),  Moilerii  Khony  liook-cusc.  witli  Caliiiict.  'Hie  centre  division  of  upper  part  fitted  witli  bookshelves,  lined  with  green 

elotli,  and  enclosed  by  double  doors,  filled  in  with  glass,  on  each  side  compartmoits  with  panelled  doors  for  instruments,  stationery,  etc . 
the  low'T  part  with  jiedcstals,  enclosed  by  )iaiicllcd  doors,  for  music  etc.,  and  set  of  drawers  in  centre,  for  drawings,  prints  and 
photographs;  the  mouldings  and  ornaTiients  throughout  richly  carved,  fillets,  tlutiiigs  of  columns,  knobs  etc.,  being  highly  polished.  The 
bronze  Innt.  surmounting  the  ujipor  jiart.,  Tnay  be  snpjirosscd,  if  a  simplified  treatment  is  i  wliich  case  the  ornamental 

panels,  rnouhlings,  hthI  other  decoriitive  devices  are  left  jdain,  Nos.  I  and  2  of  Supplement  giving  tlie  necessary  full-size  drawings. 
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lOoCtiii. 


No.  IG. 


No.  17. 


Nos.  IG  and  17- 


Carved  Oak  Chab',  with  colored  Leather  Covering;  front  and  side  view.  For  full-size  details  see  Supplement,  Nos.  3 — 5. 
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No.  18.  Modern  iJrawing-room  Ceiling',  with  Frcseo-l’ainting  in  Centre,  the  decorative  coloring  chiefly  white  and  gold. 

(Comiietition  design.) 
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No.  19. 


No.  19.  Marble  Chimney-piece;  the  back  of  plate  glass  in  a  richly  moulded  frame,  with  portion  of  ornamental  panels  and  other 

drawing-room  decoration.  For  details  see  Nos.  6  and  7  of  Supplement. 
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No.  2rj. 


No.  27. 


No.  26. 


Nos.  20  27.  Spccitnfns  of  Crystal  Chi.ss,  for  tulilfs  and  toilet  use;  cut,  eiigrave.d,  or  gilt  with  designs  in  Greek  style,  comprising: 
Nos.  2u  and  21  tea  and  sugar  vases;  No.  22  decanter;  Nos.  23  and  24  lids  belonging  to  Nos.  21  and  20.  .No.  25  beer-glass; 

Nos.  26  and  27  water  carafe  and  tumbler^foi'^toilet  use. 


9a 


No.  28. 


No.  28.  rTi’isaille  Window,  from  tlie  Churcli  of  St.  Martin  d’Ainay.  Lyons. 


^I.  Questel,  Architect.  Versailles. 


The  Worksliop.  1868. 
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No.  29.  TahleOjvcr ;  tnanufiiotured  l)y  Mssrs.  Lafoti  &  Dupon,  Paris. 

'J'lio  principal  colors,  used  in  this  pattern,  are  red  and  yellow;  scale  (jf  design  15  centin'-  to  I”'-,  or  ®,2o  of  real  size. 
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No.  30.  Wrought  Iron  Enclosure  of  Tomb,  from  the  Jerusalem  Cemetery,  Berlin.  M.  B.  Kolscher,  Architect. 
Nos.  31 — 41.  Specimens  of  Modern  Jewellery;  brooches,  bracelet,  ear-pendants,  and  rings. 
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Vari 

Marezzo  Marble. 

A  factitious  product,  named  as  above,  and  intended  for  in¬ 
terior  decoration,  lias  been  introduced  by  Messrs.  Cox  and  Wood, 
of  483,  Oxford  Street,  London,  of  which  the  Art- Journal  reports 
as  follows;  The  specimens  we  have  seen  bear  a  polish  equal  to 
that  of  the  finest  marble,  and  in  color  and  vein  the  imitations  are 
perfect.  The  difference,  for  instance,  between  antique  and  modern 
Sienna  is  shown  in  the  manufacture ;  and  on  placing  a  piece  of 
marble  by  the  side  of  the  imitation,  the  tint  is  found  to  be  iden¬ 
tical;  the  character  of  the  veiuing  being  rendered  exactly,  insomuch 
that  the  difference  between  the  materials  can  be  determined  only 
by  examination.  A  new  method  of  imitating  colored  stone  is  at 
once  suggestive  of  the  old  resource  —  scagliola;  the  application 
Jiowever  of  « marezzo  marble*  is  much  more  extensive  than  that 
of  scagliola.  There  are,  fur  example  certain  stones  which  cannot 
be  imitated  in  scagliola ,  liut  these  can  be  represented  in  this 
material.  In  polish  and  appearance  it  is  superior  to  scagliola,  and 
is  said  to  be  harder  than  marble.  Tliese  are  valualde  properties, 
))ut  there  are  one  ore  two  questions  which,  altliough  vulgar  enough, 
will  affect  the  i^opularity  of  the  invention.  One  is  that  of  price, 
which  is  understood  to  Ije  extremely  moderate  —  that  is,  conside- 
raldy  under  the  cost  of  scagliola.  The  base  of  the  lattei'  is,  we 
believe,  plaster  of  paris.  but  that  of  «marezzo  marble*  is  cement. 

The  manufacture  of  the  material  in  the  form  of  slabs  is  ex¬ 
tremely  simple.  The  veining  of  the  stone  intended  to  be  represented 
is  carefully  copied  on  a  sheet  of  glass,  and  of  course  dried.  On 
this  prepared  surface  is  poured  the  cement,  colored  to  the  tint 
required;  and  the  whole,  when  dry,  is  removed  from  the  glass, 
and  polished  in  the  usual  way.  The  markings  are  embodied  with 
some  solidity,  for  if  the  suiTace  is  chipped  they  are  still  apparent 
in  the  substance  of  the  material. 

The  objects  formed  by  the  manufacture  are  chimney-pieces, 
pilasters,  columns,  pedestals,  consoles,  skirtings,  mouldings  etc., 
some  of  which,  it  will  be  understood,  will  require  moulds  adapted 
especially  to  the  forms  required.  The  imitations  which  we  have 
liad  an  opportunity  of  examining  are  those  of  Egyptian  green,  Irish 
green,  1  ert  vert ,  Jaime  jleari,  and  Griotte  —  a  very  peculiar  pro¬ 
duction  ,  and  so  highly  crystallised  that  the  substance  of  the  stone 
appear.s  to  be  seen  through  glass.  The  polish  tliat  the  material 
liears  is ,  we  are  assured  permanent ;  it  has  been  subjected  to  the 
test  of  jets  of  gas,  but  has  not  yielded  even  to  this  severe  trial, 
llie  material  seems  susceptible  of  any  variety  of  design.  When 
it  is  considered  in  tlie  form  of  pedestals  and  cornices,  we  arc  led 
to  suiqiose  its  appearance  in  other  moulded  forms,  to  the  diver¬ 
sity  of  which  there  is  no  limit.  The  slabs  can  lie  prepared  for 
facing  walls  in  the  same  manner  as  marble  is  employed ;  but  here 
again  presents  itself  the  question  of  cost ,  which  we  are  assured 
would  be  less  than  that  of  scagliola,  with  the  advantages  of  superior 
dur.diility  and  surface.  This  opens  at  once  a  wide  field  for  tlie 
ajiplication  of  the  material  to  the  ornamentation  of  public  buil¬ 
dings  and  private  dwellings.  Being  producible  in  all  colors  and 
lint.s,  it  might  be  made  to  harmonise  with  any  draperies,  either 
as  jianels,  or  as  the  bordering  of  panels,  to  bo  filled  with  designs, 
figures,  (ir  flowers  in  flat  color.  Being  a  very  recent  invention,  it 
is  scarcely  yet  known  sulficiently  t(j  have  been  much  used.  The 
paj)r;rs  now  cniployed  for  covering  the  walls  of  rooms  would,  in 
their  variety  and  elegance  (jf  design,  seem  to  leave  nothing  to  be 
desired  ;  but  they  cannot  be  employed  for  public  buildings,  and 
it  is  to  these  that  the  manufacture  will  ])crhaps  lie  first  applied. 

'1  lie  entrance  to  the  house  of  the  Society  of  Arts  in  the  Adelphi 
lias  been  recently  decfiratcd  on  this  jjrinciple,  and  there  a  more 
perhict  judgment  of  its  effect  can  be  formed  than  from  seeing  it 
in  fragments  ,  although  never  w'as  inarble  imitated  with  such  deli¬ 
cacy  of  color  and  perfection  tif  marking  as  arc  ijresented  in  these 
specimens.  I’nder  any  circumstances,  this  ornamental  product  cannot 
but  pi'ovc  of  value. 


o  u  s. 

Lamp  Chimneys. 

Every  person  who  has  had  any  experience  with  lamp  chimneys 
is  aw'are  of  the  seemingly  singular  want  of  uniformity  in  the  length 
of  time  they  will  stand  use.  Some  will  last  for  months,  while 
others,  apparently  sound  and  good,  will  break  after  a  short  use, 
without  any  ajiparent  cause.  The  great  cause  of  their  being  brittle 
and  breaking  so  easily  lies  in  the  material  they  are  made  from. 
There  is  «shoddy»  in  glass  as  well  as  in  cloth.  Cheapness  being 
the  order  of  the  day,  a  great  many  manufacturers  make  chimneys 
from  silicate  of  lime  instead  of  silicate  of  lead.  The  glass  made 
from  the  silicate  of  lime  has  about  the  following  proportions;  Sand, 
lOU;  soda,  45;  lime,  20  to  25;  nitre,  7  to  10.  Lime  being  a  non¬ 
conductor  ot  heat,  the  chimney  wdll  not  bear  the  expansion  caused 
by  the  heat;  and,  if  by  gradual  heating,  the  chimney  does  not 
break  on  the  lamp,  a  few'  times  heating  makes  it  so  brittle  that 
it  breaks  w'ith  the  least  effort  at  cleaning  it,  no  matter  how  much 
care  is  used.  The  silicate  of  lead  has  about  the  following  pro¬ 
portions;  Sand,  100;  lead,  40  to  50;  soda,  20  to  25;  nitre,  10  to 
15;  lead  Ijeing  very  ductile  and  a  good  conductor  of  heat,  a 
chimney  made  from  this  formula  will  almost  melt  before  it  will 
crack  with  the  heat.  The  uninitiated  may  tell  the  difference  of 
the  chimneys  made  of  these  different  qualities  of  glass  by  ringing 
them;  the  fibration  from  the  lead -glass  chimney,  has  a  sweet, 
belldike  sound,  wdiilst  the  lime  glass  has  a  short  harsh  sound.  The 
difference  of  the  cost  of  manufacture  is  only,  in  material,  about 
8  d.  per  dozen.  Another  point  is  in  annealing;  chimneys,  as  a 
general  rule ,  are  not  annealed.  Under  a  pow'erful  microscojie  the 
difference  can  be  seen  in  the  glass;  the  particles  in  the  annealed 
glass  lie  close  and  compact,  while  the  unannealed  seem  ready  to 
diverge.  “Aynerican  Inventor.” 


Varnish  for  Ironwork, 

Dr.  Lange  describes  in  Dingler's  Journal  a  method  of  produ¬ 
cing  an  excellent  black  varnish  for  ironwork.  He  distils  gas  tar 
until  nearly  all  the  volatile  products  are  got  rid  of.  He  then 
stops  the  distillation,  and  dissolves  the  residual  pitch  either  in 
the  havier  oils,  or,  if  a  very  quickly  drying  varnish  is  required, 
in  the  light  oils  or  naphtha.  This  varnish  is,  of  course,  the  ori¬ 
ginal  tar  minus  the  ammonia,  water,  carbolic  acid,  and  other 
things  wdiich  give  it  its  disagreeable  odour,  and  make  it  so  long 
in  drying. 

Strong  and  durable  metallic  Cement. 

A  very  strong  and  durable  metallic  cement  is  formed  when 
a  mixture  of  equal  parts  of  oxide  of  zink,  sulphate  of  lead,  per¬ 
oxide  of  manganese ,  and  oxide  of  iron  is  made  into  a  paste  of 
proper  consistence  with  boiled  linseed  oil. 


Brass  pickle. 

According  to  Dr.  Hiller  the  brownish  red  color  often  ob¬ 
tained  when  brass  work  is  pickled  on  the  usual  mixture  of  acids, 
may  be  avoided  by  making  use  of  a  mixture  of  equal  parts  of 
commercial  nitric  and  sulphuric  acids.  Articles  dipped  in  this 
mixture  and  then  well  rinsed  in  cold  water  have  a  very  beautiful 
dead  yellow  color.  The  Mechanics’  Magazine. 


Preservative  against  Rust  for  Iron  and  Steel. 

A  very  effective  means  of  preserving  the  ii’on  of  commerce 
from  rust  is  said  to  be  obtained  by  a  slightly  heated  solution  of 
white  wax  in  oil  of  turpentine  in  equal  weights.  The  metal  is 
brushed  over  with  the  mixture,  and  then  rubbed  and  somewhat 
polished  with  a  piece  of  dry  linen. 


Prof.W.Baumer,  I.Schnorr  ahd  Others. 
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The  Handle  in  Antique  Vessels. 
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1  he  Art  of  Pottery  may  certainly  he  considered 
to  surpass,  in  point  of  abstract  beauty,  all  the  other 
branches  of  Ornamental  Art  of  the  great  Greeco-Roman 
period.  Structural  embodiments  of  a  greatly  refined, 
artistic  taste,  these  works  of  art,  which  combine  truth 
and  fitness  with  the  most  perfect  beauty  and  delicacy  of 
form,  enhanced  by  an  exquisite  ornamentation  of  sur¬ 
face  and  outline,  are  real  gems,  standing  far  above  most 
of  our  manufactured  productions  of  recent  date  in  this 
branch  of  ornamental  art. 

Devoid  of  any  timidity  of  treatment,  every  line  of 
these  charming  works  of  art  is  marked  by  that  freedom 
and  congeniality  of  invention,  characterising  the  crea¬ 
tions  of  a  truly  artistic  genius,  which,  neither  impaired 
nor  checked  by  individual  encroachments,  is  justly  ap¬ 
preciated  and  supported  by  a  highly  cultivated  people 
imbued  with  an  intrinsic  love,  and  sound  understanding 
of  the  beautiful  in  Art. 

In  studying  the  structure  of  antique  vessels,  we 
find  great  care  and  skill  bestowed  on  the  treatment  of 
the  handle  which  is  either  simple  and  ))handy«,  with  but 
a  scanty  use  of  decorative  features,  when  applied  to  the 
more  common  vessels  for  daily  use ;  or  truly  rich  with 
its  charming  ornamentation ,  showing  a  profusion  of 
graceful  motives,  when  it  has  to  embellish  the  sacrificial 
vessels,  urns,  and  vases.  In  these  we  see  sometimes 
entwined  snakes,  sometimes  twisted  ropes  and  branches 
arranged  as  handles,  or  little  figures  serving  as  the 
means  for  a  convenient  and  firm  grasp  of  the  vessel. 
But  the  structural  form  of  the  handle,  notwithstanding 
the  exuberance  of  fancy  displayed  in  its  decoration,  is 
always  subservient  to  its  purpose,  and  nowhere  do  we 
find,  through  mere  caprice  or  fancy,  any  departure  from 
that  common-sense  principle,  truth  and  fitness,  which 
cannot  be  inculcated  too  strongly  on  our  modern  art  of 
pottery. 


The  Workshop.  1868. 


The  handle,  originally  not  in  use  —  for  the  ear¬ 
lier.  more  primitive  vessels  shew  no  trace  of  any  —  is 
not,  in  fact,  an  organic,  integral  part  of  the  vessel, 
but  rather  an  appendage,  and  its  decorative  treatment 
in  perfect  harmony  with  its  characteristic  nature.  The 
ends  of  the  handle,  in  order  to  mark  the  points  of  con¬ 
tact,  and  perhaps  also  to  screen  the  otherwise  rather 
unsatisfactory  arrangement,  are  generally  enriched  by 
masks,  honeysuckle  or  other  decoration.  Its  being  merely 
affixed  to  the  body  of  the  vase  is  more  strikingly  ex¬ 
pressed  with  the  horizontal,  than  with  the  vertical  handle, 
the  latter  affording  a  better  and  more  intimate  connec¬ 
tion  with  the  brim  of  the  vessel. 

The  necessity  of  carrying  about  vessels  of  large 
dimensions  filled  with  liquids  may  have  been  the  occa¬ 
sion  for  providing  them  with  handles,  and  most  likely 
only  rope-ends  and  branches  were  first  used  for  this 
purpose,  before  proceeding  to  make  them  of  the  same 
material  as  the  vessel.  This  may  be  assumed  from  the 
ornamental  structure  of  the  handle,  and  is  further  cor¬ 
roborated  by  specimens  of  later  date,  difierent  materials 
being  used  then  for  body  and  handle;  while  the  other 
style  of  manufacturing  them  both  of  the  same  substance 
was,  no  doubt,  derived  from  vessels  of  metal,  a  material 
particularly  suggestive  of  such  a  process. 

Not  much  later,  by  another  step  in  advance,  ap¬ 
pears  the  marble  vessel,  the  rendering  of  decorative 
features,  mouldings,  and  main-outlines,  displaying,  as 
is  the  case  in  most  ornamental  marble-works,  the  in¬ 
fluence  of  the  metal  prototype,  on  which  they  are  ob¬ 
viously  based. 

Finally  also  the  handle  structure  of  earthen-vessels 
shows  direct  traces,  or  at  least  reminiscences  of  the 
metal  style,  noticeable  in  all  but  the  later  examples. 
Here  the  honeysuckle  or  mask  in  bold  relief  has  to  give 
way  to  its  painted  substitute,  the  transition  between 
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handle  and  bowl  of  the  vase  being  effected  by  conti¬ 
nuous,  rounded  off  lines,  such  as  might  result  from  mo¬ 
delling  the  soft  clay  with  the  fingers. 

Beautiful  specimens  of  handles  from  metal  vessels 
are  represented  in  Figs.  1,  2,  3,  4,  5  &  G.  The  handle 
rising  in  gracefully  curved  lines,  affording  a  convenient 
and  firm  hold,  shows,  in  Fig.  1,  deeply  incised  orna¬ 
ments,  in  Fig.  2,  hollow  mouldings  or  channels  of  hold 
design. 

Of  very  elegant  and  playful  conception,  the  handle 
in  Fig.  3  is  represented  by  a  nude  little  figure,  peeping 
with  curiosity  iuto  the  fluid  contents;  in  Fig.  4  sug¬ 
gestively  adorned  by  a  Chimera,  jealously  guarding  the 
precious  li(|Uor.  In  ju.vtaposition  to  this,  we  give,  in 


Fig.  5 ,  a  specimen  of  the  most  perfect  beauty  and  finish 
of  form. 

A  good  example  of  a  horizontal  handle,  which,  being 
affixed  at  both  ends  to  the  bulbed  part  of  the  vessel,  de¬ 
mands  a  symmetrical  arrangement,  is  illustrated  in  Fig.  G. 

Figs.  7  &  8  show  handles  of  earthen-vessels.  Fig.  7 
exhibiting  still  the  characteristic  features  of  their  metal 
origin,  while  in  Fig.  8,  more  attention  is  paid  to  the 
nature  of  the  material. 

Fig.  9  represents  a  marble  handle,  obviously  sug¬ 
gested  by  metal  specimens. 

All  from  original  drawings.  Figs.  1  — 8  are  from 
vessels  in  the  Museo  nationale  at  Naples,  Fig.  9  being 
in  the  Vatican  collection  at  Rome. 


Fig.  4 


Fig.  3. 
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Fig.  9. 
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Specimens  of  Ornamentation. 


No.  l. 


No.  1. 


Xo8.  1  anrl  2.  Grecian  Style;  Aiitefix  from  the  Propylsea  at  Atliens;  elevation  and  profile;  *|4  of  real  size.  The  antefixie  of  the  ancients 
are  oniainented  tiles  placed  on  the  toj)  of  the  cornice  or  eaves,  at  the  end  of  each  ridg'e  of  tiling.  Sometimes  of  marble,  but  generally 
of  terra-cotta,  they  are  ornamented  with  a  mask  .  honeysuckle,  or  other  decoration,  greatly  resembling  the  upper  part  of  the  Grecian 

Memorial-stone  or  Stele. 
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No 


No.  3 


No.  3.  Roman  Flower. 

4.  Early  Gothic;  Band  of  foliage  placed  in  the  hollow  moulding  round  the  principal  Doorway  of  Notre  Dame  Cathedral,  Paris. 
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No,  0. 

Xi).  I'liU'ly  (lodilc:  Onianioiiiofl  Haso  Monldinf;'  from  PorcU  of  Sens  Cathedral :  France. 

I'.,  ..j  ii  ul'  (  ar|)ei  foi-  .la<;i|narddoo]ii,  Tlu:  loadiiifr  features  uf  the  pattern  show  alternately  repeated,  geometrical  compartments. 

. ,,,  hglji-lirowii  edgeil  wilh  hlack  and  yellow,  on  crimson  ground  for  the  large  octagonal,  on  ultramarine  ground  for 

iir  eoiiipai-tnient  :  the  i iit'Tsecting  geometrical  l)ands  showing  yellow  .stars  and  blue  dots  on  light-bi’owm  ground,  edged  with 

yellow,  hlack  and  hhie  lines. 
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Nos.  7  and  8.  Modern  Cast  Iron  Panels. 
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No.  12. 


Noh.  !)  12.  yilvcr  Goblet  with  Salver;  intended  lor  a  baptismal  gift,  and  designed  by  M.  Semper,  Architect.  No.  11  shows  full-size  design 

of  under,  No.  12  of  u])per  side,  No.  10  of  profile  of  salver;  the  tablet  with  frame  mountings  contains  the  name;  the  ground  of  tablet 
that,  of  upper  side  of  salver,  ornaments,  and  central  star,  reiiresenting  the  arms  or  device  of  the  family,  in  dead  silver,  the  goblet  ! 

highly  polished.  j 


i 
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No.  13. 

No.  13.  Processional  Cross;  designed  by  Prof.  Fr.  Schmidt,  Vienna. 


The  Workshop.  1868. 
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\,,c(.  i  j — ifj  I’anelled  Oak  IIouse-Door;  elevation,  section  and  plan  in  ‘jis  of  I’eal  size.  The  upper  jjart,  as  well  as  either  side  of  door, 
with  glazed  casements  arranged  for  opening,  and  screened  by  painted  cast  iron  grilles,  the  oak  being  oiled  and  varnished. 
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No.  17. 


No.  18. 


Nos,  17 — 20.  Carved  Ebony  Cabinet  for  Jewellery,  etc,;  the  centre  medaillon  of  pedestal  door,  the  initial  plate  with  laurel  branches 
decorating  the  frieze  of  the  entablature,  and  the  cherubs  surmounting  the  curved  pediment  chased  in  oxydised  bronze;  the  pictorial 
subject  in  the  panel  of  upper  part  enamelled  or  painted  on  porcelain;  all  the  decorative  carvings,  the  ornamented  mouldings  of  doors, 
panels,  plinths,  etc.,  the  caryatids,  and  columns,  whith  the  exception  of  the  flutings,  in  mat  color,  the  plain  parts  being  highly 
polished.  The  upper  part  with  drawers,  fitted  for  jewellery,  the  fronts  in  maple  relieved  by  gilt  panel  mouldings,  the  door,  arranged 
for  folding  down,  to  serve  as  shelf  or  tray,  and  lined  with  green  cloth.  —  For  full-size  details  see  No.  4  of  Supplement. 
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No.  21.  Writing  Taljlo  in  light  Oak;  for  details  see  Nos.  1 — 3  of  Supplement. 
Nos.  22  and  23.  Wrought  Iron  JJalcony  Railings. 
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No.  26. 


No.  27. 


Isos.  24  28.  Simple  specimens  of  Tables  and  Chairs  for  Eating-houses,  both  of  light  ash,  the  feet  of  beech;  for  full-size  details  see 

Nos.  5  and  G  of  Supplement. 


The  Workshop.  1868. 
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From  the  Tari.  ^  p„«. 
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Ill 


No.  32.  Modern  Ceiling  with  upper  Cornice  and  Portion  of  Wall  Decoration;  the  ground-color  of  wall  light-green,  the  borders 
dark-green,  enriched  with  gold  frets,  and  tints  of  ceiling  to  match,  the  ornaments  round  the  centi’al  stucco  flowers,  and  in  the 

spandrels  being  picked  out  in  gold. 
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Various. 


Antique  Vessels. 

The  fragments  and  remains  of  ancient  pottery  have  always 
furnished  the  antiquary  with  a  rich  source  of  information  of  every 
kind,  and  been  a  favourite  branch  of  study.  It  will  have  been 
obvious,  at  a  glance,  to  every  one  who  has  visited  a  museum, 
that  the  antique  pottery  is  in  reality  of  two  kinds  or  qualities ; 
viz.,  the  one  composed  of  a  coarser,  not  particularly  homogeneous 
mass ,  of  coarse  grain  and  very  porous  texture ,  and  generally  com¬ 
posing  the  vessels  of  very  large  dimensions ;  the  other  consisting 
of  a  very  homogeneous ,  line  aud  much  denser  mass ,  to  which  the 
Etruscan  vases  and  the  more  common  vessels  of  terra  sUjillata 
belong. 

To  the  first  class,  besides  the  lachrymal  and  cinereal  urns 
from  the  graves  of  the  ancients,  belong  more  particularly  the  so- 
called  ampliorce.  These  are  gigantic  vessels,  often  attaining  the 
height  of  8  feet  by  3  feet  in  diameter,  with  a  corresponding  thick¬ 
ness  in  the  body.  The  body  is  generally  of  a  light  color,  but 
often  black,  soft,  capable  of  being  scratched  with  the  knife,  and 
contains  a  cement,  often  quartz-sand  or  sand  composed  of  calca¬ 
reous  spar,  to  diminish  the  amount  of  contraction.  Fragments  of 
similar  vessels  (which  were  also  known  to  the  Celts)  have  been 
found  in  osseous  caverns,  under  conditions  and  circumstances  which 
rel'er  them  to  a  period  very  much  anterior  to  the  history  of  Home 
or  Greece. 

The  fine  varieties  of  antique  earthenware  are  always  colored 
in  the  body;  some  are  black,  others  of  a  dirty-red  or  brown-red, 
otliers  again  oi  a  beautiful  bright-red  color  (terra  nic/illata)  like 
red  sealing  wax.  These  vessels  are  sometimes  void  of  all  exterior 
coating,  and  are  smoothed  on  the  surface  previously  to  lieing  tho¬ 
roughly  dried;  or  they  are  covered  less  frequently  with  a  layer  of 
lighter  colored  material,  wliile  the  interior  is  composed  of  a  dark 
colored  clay;  sometimes  they  are  coated  witli  a  peculiar  glaze-like 
substance;  or,  lastly,  ornamented  witli  flat  designs  upon  the  sur¬ 
face.  These  are  either  brown  upon  yellow  ground,  or  black  upon 
bright  red,  or  vice  versa. 

The  numerous  analyses  which  have  been  made  of  fragments 
of  Etruscan  vases,  have  yielded  from  GU  to  69  p.  c.  silica,  12  to 
16  alumina,  7  to  8  oxides  of  iron  and  manganese,  2  to  4  lime, 
and  2  to  3  magnesia;  the  substance,  therefore,  appears  to  have 
been  formed  from  ordinary  potter’s-clay.-  The  color  of  those  spe¬ 
cimens,  which  are  black  throughout,  is  due  to  I'/'i  to  3  p.  c.  of 
carbon,  derived  from  a  smoking  fire.  These  vessels  have  not  all 
been  fired,  and  when  they  have  been  put  through  that  process, 
the  lieat  employed  has  not  lieen  great;  tlie  moulding  on  the  con¬ 
trary,  wliicli  lias  obviously  been  performed  upon  the  potter’s-wheel, 
is  very  jierfect,  and  figures  in  relief,  olitained  from  clay  moulds, 
are  tilso  of  frcipient  occurence.  The  vessels  prepared  from  le0'ra 
siylllaln  conttiin  more  oxide  of  iron,  as  much  us  l-'jz  p.  c  ,  wliicli 
accounts  for  tlieir  red  color.  The  glaze-like  surface  of  these  red 
vessels  is  very  little  colored,  remarkably  thin,  trans^iarent ,  and 
composed  of  61  silica,  with  11  of  oxide  of  iron  and  20  soda.  The 
Ithick  glaze  is  of  very  similar  composition.  It  is  quite  impossible 
to  sjiecify  wlntthcr  these  were  obtained  Ity  means  of  salt  or  other¬ 
wise.  'flic  white  castings  which  are  sometimes  met  with  upon  red 
vessels  consist  of  jture  clay,  containing  no  lime  or  magnesia,  but 
a  little  iron,  llcsigns  in  relief  were  also  produced  by  castings. 
The  coating  of  glaze  upon  the  vessels,  as  they  arc  met  with  in 
-Magna  Griecia,  is  a  vitreous  compound,  containing  a  largo  (pian- 
tity  of  iron;  the  black  color  of  this  thin  layer  of  glaze  which  is 
very  common,  as  well  as  the  designs  produced  upon  a  light  ground, 
is  flerived,  according  to  Salvetat,  from  iron  and  manganese,  and 
call  be  imitated. 


Employment  of  Calcareous  Tufa  for  the  Pro¬ 
duction  of  a  Fine,  Artificial  Marble. 

The  Calcareous  Tufa  or  Tuff  varies  much  in  its  texture,  being 
sometimes  compact,  stalactitic,  in  form  of  hollow  tubes,  leaves, 
and  flioss,  and  often  occurring  as  a  spongy,  loose,  and  porous  kind 
of  stone,  of  various  tints,  light  grey,  yellow,  red,  or  brown,  fre¬ 
quently  enclosing  fragments  of  grass ,  ferns ,  and  herbs  of  modern 
origin. 

Its  fracture  is  uneven,  granular,  earthy,  opaque,  dull,  soft. 

Consisting  chiefly  of  carbonate  of  lime  it  generally  derives  its 
color  from  a  casual  intermixture  of  more  or  less  oxide  of  iron. 

It  occurs  near  limestone-rocks,  and  is  formed,  sometimes  be¬ 
fore  our  eyes,  by  deposits  from  springs  and  streams  which  quickly 
incrust  any  object  immersed  in  them,  depositing  on  it  the  lime 
they  hold  in  solution. 

Calcareous  tufa  is  frequently  met  with ,  and  constitutes  an 
excellent  material  for  building  xjurposes;  being  a  bad  conductor 
of  heat  it  forms  very  di’y  and  warm  walls;  but  must  not  be  used 
for  masoni-y  wlien  moist  or  fresh  from  the  quarry,  as  frost  might 
cause  it  to  burst.  The  softer  and  porous  kinds  of  tufa  may  be 
worked  by  sawing  or  cutting,  but  cannot  resist  any  great  amount 
ol  pressure,  for  which  reason,  especially  for  vaults,  piers  etc.,  it 
ought  to  be  emjjloyed  with  gi-eat  pi’ecaution. 

The  following  process  will  however  greatly  increase  its  hard¬ 
ness,  serving  at  the  same  time  for  the  production  of  a  fine  arti¬ 
ficial  marble  of  any  intended  tint  and  color. 

For  this  purpose  the  tufa,  after  being  sawn  into  slabs  or  blocks 
of  the  required  size,  and  exposed  to  the  air  for  some  time  in  order 
to  dry,  receives  a  first  polish  from  suitable  implements  or  materials, 
in  order  to  i)i’oduce  a  perfectly  even  surface;  after  which,  accor¬ 
ding  to  the  desired  tint,  the  color  is  applied  on  the  polished  tufa 
by  rubbing  it  into  the  pores  or  interstices  with  a  dilute  solution 
of  soluble  glass,  (water  glass)  rendering  as  exactly  as  possible  the 
character  of  the  veining.  When  the  mixture  appears  perfectly  dry 
the  surface  is  twice  brushed-  over  with  a  dilute  coat  of  soluble 
potash  glass,  after  which  the  slabs  or  blocks  are  allowed  to  dry 
again.  In  fact  by  this  process  an  insoluble  silicate  of  lime  is  for¬ 
med,  rendering  the  stone  almost  as  permanent  and  hard  as  granite. 

When  the  slabs  are  sufficiently  dried  they  receive  a  second 
high  polish  in  the  usual  way,  after  which  they  are  again  coated 
over  witli  a  concentrated  solution  of  the  potash  glass,  of  a  specific 
gravity  from  1.20  to  1.25. 

After  the  drying  ol'  tliis  last  coating  the  stone  to  treated  will 
liear  the  most  brilliant  polish ,  showing  altogether  the  characteristic 
properties  of  polished  marlile  of  sujierior  quality;  and  can  now  be 
employed  for  facing  walls,  columns  etc.,  in  the  same  manner,  and 
in  fact  for  all  the  difl'erent  purposes  for  which  real,  polished  marble 
is  used. 

We  may  add  that  slabs  of  great  beauty,  brilliancy  of  color, 
and  perfection  of  marking  have  been  obtained  by  adding  a  little 
bronze  at  different  places,  after  having  applied  the  colors,  and  in 
connection  with  them. 

As  to  the  permanency  of  polish  in  the  stone  so  treated,  and 
its  resistance  to  the  destroying  influence  of  the  atmosphere,  we 
can  speak  most  positively.  Having  for  several  years  given  great 
attention  to  this  point,  and  having  subjected  specimens  of  this  fac¬ 
titious  marble  to  every  test  of  change  of  temperature,  moisture  etc., 
we  have  found  neither  the  polish  in  any  degree  affected  by  them, 
nor  the  specimens  themselves  at  all  deteriorated  by  their  influence. 

A. 


Edited  by=^— 

Prof.  W.Baumer  ,  I.Schnorr  ahd  Others. 


VOL.  I.  N'^  8. 


On  Italian  Renaissance 

IN  ITS  RELATIONS  TO  ARCHITECTURE  AND  THE  INDUSTRIAL  ARTS. 


To  resuscitate  Antiquity  w.as  the  aim  of  those 
grand  Italian  artists  of  tlie  1.5*''  and  1G‘*'  centuries,  and 
indeed  they  succeeded  in  reproducing  in  tlieir  creations 
the  eternal  and  imniutahle  laAvs  of  the  Beautiful  as  tho¬ 
roughly  as  the  Ancients  during  the  periods  of  their  gi’ea- 
test  achievements  in  Art.  The  latter,  refined  l)y  earnest 
study  Avhich  can  he  traced  hack  to  the  earliest  times, 
to  a  degree  which  noAV  only  are  we  able  to  appreciate 
fully,  give  in  all  their  artistic  productions,  from  the 
temple  doAvn  to  the  smallest  vessel,  a  truthful  expression 
to  the  first  principles  of  Beauty  in  Art,  —  Uniformity  and 
Simi)licity.  Adhering  to  these,  they  produced  monu¬ 
mental  structures,  marked  hy  grandeur  of  conception 
and  disposition ,  and  enhanced  hy  the  most  exipiisite 
finish  of  workmanship  and  execution  in  the  costliest 
materials.  Beholding,  for  instance,  the  Colosseum  at 
Borne,  its  imposing  grandeur  forces  itself  on  the  mind 
at  the  first  glance.  iMerely  a  gigantic  oval  of  four  stories, 
the  three  loAver  ones  consisting  of  deep,  semi-circular 
arcades,  divided  hy  simple  columns,  supporting  hold, 
unbroken  entablatures,  crossing  the  building  in  long 
vanishing  lines  of  the  most  graceful  curvatures,  we  are 
struck  hy  its  wonderful  dimensions,  its  great  boldness  and 
beauty  of  disposition.  It  is  the  repetition  of  arch  beyond 
arch,  and  story  on  story,  that  gives  a  variety  and  an 
appearance  of  size;  and,  combined  with  its  magnitude, 
its  form  and  its  associations,  leads  the  mind  on,  to  rea¬ 
lize  that  overpowei'ing  impression  this  building  produces. 

The  same  fundamental  law  runs  through  all  the 
creations  of  Classical  Art  doAvn  to  the  smallest  olijects 
worked  hy  hand,  witness  the  Pompeian  vessels  and  uten¬ 
sils;  everywhere  Ave  see  the  same  simplicity  and  harmony 
of  form,  the  graceful  sAveep,  the  admirable  elegance  of 
outlines,  Avhile  the  deeorative  deviees ,  generally  ar¬ 
ranged  near  the  brim  in  form  of  floAving  scroll  borders 
of  flat,  conventional  design,  frequently  inlaid  in  silver 
or  tin,  hy  no  means  interfere  Avith  the  contours.  Oidy 
at  the  spout  and  handle  are  throAvn  off  rich  ornaments, 
clinging  round  the  body  and  neck  of  the  vessel.  But 
even  the  slightest  surfaee  ornament  is  most  exquisite 
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and  elegant  in  all  its  details,  as  if  to  rival  and  idealize 
nature.  Evidently  fo’-m  and  propoi'tion  are  the  pru- 
minent  features  in  all  these  jiroductions,  great  or  small, 
and  guided  hy  tliese  jiriuciples  the  Greeks  attained  the 
acme  of  jmrfection.  For  tlie  most  part  A^ery  simple 
relations,  elaborated  and  established  hy  practical  ex¬ 
perience  through  century  after  century,  the  halloAved  tra¬ 
ditions  of  proportion,  transmitted  from  generation  to 
generation  through  all  the  later  periods  of  Art,  have 
imparted  to  the  Benaissance  epoch  a  degree  of  refine¬ 
ment  and  perfection  in  AAdiich  it  may  vie  Avith  the  liest 
time  of  Grecian  Art,  and  caused  it  to  maintain  its  hold 
till  long  afterAvards,  Avhen,  during  the  age  of  Louis  XIV 
and  XV,  it  helped  to  preserve  art  in  its  decline  from 
utter  ruin  and  destitution.  We,  hoAvever,  less  fortunate, 
are  reduced  to  give  ourselves  up  to  laliorious  researches, 
in  order  to  recover  Avhat  the  preeeding  generation  alloAved 
to  fall  into  oblivion. 

For  many  the  Benaissance  is  nothing  hut  the  reintro¬ 
duction  of  Classical  forms,  the  servile  eounterfeit  of  some 
obsolete  style.  But  most  of  the  creations  of  the  An¬ 
tique,  being  true  and  living  utterances  of  fundamental 
and  unchangeable  Ltaa^s,  are  above  all  suggestive  of  the 
first  and  indispensable  requirements  of  any  work  of  art, 
viz. ,  truth ,  fitness  and  beauty.  Moreover  the  Italian 
nation  at  this  epoch  Avas  imbued  Avith  a  degree  of  ex¬ 
pressiveness  and  individuality,  and  Avith  an  exuberance 
of  vigour  Avhich  found  their  natural  course  only  in  the 
ereation  of  ucav  and  original  forms,  and  in  the  exercise 
of  their  oAvn  inventive  genius  on  old  traditional  ones, 
Avhieh,  chosen  Avith  great  care  and  judgment,  they  elabo¬ 
rated  and  made  their  OAvn.  Thus  the  great  masters  of 
the  Benaissance  period  never  fell  into  the  same  errors 
Avhieh  Ave  observe  in  the  later  productions  of  Roman  Art; 
for  the  Cinqueeentists ,  by  the  presence  of  a  refined  taste, 
and  innate  perception,  by  a  Avise  and  noble  economy  of 
the  resources  of  their  art,  created  Avorks  Avhich  in  some 
respects  range  Avith,  and  are  scarcely  surpassed  hy,  the 
great  master-pieces  of  the  Greeks. 

In  the  year  1402.  Avhile  excaAaating,  to  the  very 
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basements ,  the  ruins  of  ancient  Rome ,  half  interred 
amongst  wild  heather  and  rubble-work,  young  Brunel¬ 
leschi  and  his  friend  Donatello  were  taken  for  seekers 
after  hidden  treasures  and  became  the  objects  of  public 
raillery.  But  they  found  a  treasure  which,  at  the  dawn 
of  a  new  era,  soon  placed  their  time  in  the  van  of 
Modern  Art.  In  order  to  gain  his  livelihood,  and  while 
becoming  familiar  with  every  form  of  Roman  Art,  Brunel¬ 
leschi,  being  also  a  skilful  goldsmith,  enchased  precious 
stones  in  gold.  A  child  of  that  happy  age,  which  was 
distinguished  by  the  association  and  equality  of  all  the 
branches  of  art,  he  was  one  of  those  artists,  who,  under 
the  hardships  of  life,  had  to  master  the  difficulties  im¬ 
posed  by  the  material,  while  we,  their  disciples  and 
followers ,  work  far  too  much ,  from  the  time  of  our 
infancy,  on  the  patient  surface  of  the  paper. 

Brunelleschi  measures  and  draws  at  Rome,  and 
when,  in  the  year  1420,  he  reappears  in  Florence,  his 
native  city,  everybody  follows  his  lead  because  he  is 
the  man  who  knows  what  he  means.  Working  with  fire 
and  energy  he  designs  and  establishes  in  grand  strokes 
the  leading  features  of  modern  architecture  and  deco¬ 
ration,  thus  leaving  his  mark  on  the  Art  of  his  age. 

The  dome  of  Santa  Maria  del  Fiore  is  his  work, 
the  vaulting  of  Avhich  surpasses,  in  lightness,  boldness 
and  judiciousness  of  construction,  all  the  Ancient  Roman 
works.  Its  marble  lantern,  70  feet  high,  is  one  of  the 
greatest  ornamental  structures  of  the  Cimpie-cento  style. 
In  this  and  in  other  similar  works,  he  seized  on  the  circu¬ 
lar  form,  in  which  the  dome  is  the  great  feature,  the  lower- 
part  of  the  edifice  being  generally  enriched  by  niches. 
Moulding  the  old  Byzantine  type  to  his  fancy,  he  gives 
the  imijulse  to  those  many  domical  churches,  in  i)lan 
the  Greek  cross,  Avhose  interior,  by  the  harmonious  play 
of  the  lines  of  its  many  curvatures,  by  the  magical 
cJiiaroseuro,  the  concentrated  light  entering  only  from 
tlie  toj).  produces  a  most  fascinating  impression  on  the 
mind;  the  exterior,  full  of  sparkling  effect,  appearing 
like  a  marvellous,  iaii-y-like  structure  in  crystal.  Com¬ 
pared  with  a  Gothic  church  of  the  same  size,  the  edi¬ 
fice.  showing  great  repose  and  breadtli  of  design,  is 
quite  (jtherwise  imposing  and  majestic. 

Bramante  d'Urlnno,  born  in  the  same  year  (144G) 
in  wliich  Brunelleschi,  his  great  predecessor,  died,  is  the 
designer  of  St.  Peter’s  at  Rcmie,  one  of  the  most  sublime 
areliitectnral  eoneejitions  that  the  world  has  yet  seen. 
.\  gigantic  eentr.al  dome  on  a  lofty  tholobate  or  drum, 
forming  a  sort  of  clerestory  for  the  introduction  of  light, 
sui-roiimled  by  a  colonnade,  and  crowning  the  intersection 
of  tlie  great  bai)-el-vaulted  nave  and  transept  of  the 
Batin  ci'oss ,  the  four  angles  to  bo  surmounted  each  by 
a  smalhn-  dome,  the  ai'ins  closed  by  semicircular  apses, 
.'ind  con'es})f)nding  colonnades,  the  |)illars  and  walls  I'clie- 
verl  by  niches,  —  such  are  the  architectural  features 
of  a  plan,  marked  by  sim])licity  and  grandeur  which, 
had  it  he(m  adhei-ed  to  by  subsequent  architects,  Avould 
have  produced  not  only  the  largest  and  most  magnifi¬ 
cent.  but  perha])S  rdso  the  most  beautiful  temple  ever 
rai'cd  by  Cliristians  in  honoi-  of  their  religion. 

.\n  element  which  imy)aits  to  ;ill  those  edifices  of 


the  domical  type,  from  the  Pantheon  down  to  St.  Peters, 
the  stamp  of  architectural  sublimity,  .is  the  admission  of 
the  light  from  the  top,  flowing  down  in  mighty  streams 
and  producing,  by  contrast  with  the  depth  of  shadow,  an 
eflect  of  great  brilliancy  which  might  have  been  turned 
to  a  better  account  in  our  constructions  of  recent  date. 

As  types  of  the  rectangular  form,  Brunelleschi  erec¬ 
ted  the  nobly  conceived  basilican  churches  of  8.  Loi-enzo 
and  S.  Spirito,  both  Latin  crosses  Avith  flat-roofed  nave, 
the  low,  vaulted  side  aisles  running  all  round  the  in¬ 
terior,  the  walls  being  relieved  by  niches,  corresponding 
to  each  bay.  This  form  however  was  abandoned  again 
after  him;  but  not  so  that  of  the  small,  but  very  beautiful 
church  of  Badia  near  Fiesole,  so  much  the  more  inter¬ 
esting  as  being  the  type  of  all  subsequent  churches 
which  have  been  erected  in  most  parts  of  Europe  up  to 
our  time.  It  is  the  Latin  cross  with  the  barrel-vaulted 
nave,  the  side-aisles  divided  into  small  separate  chapels, 
a  plan  of  great  simplicity  Avliich  however  Leon  Battista 
Alberti,  born  at  Florence  in  the  year  1404,  grandly 
elaborated  in  St.  Andrea  at  Mantua.  The  nave  Avith 
the  mighty  Avaggon-vault  coffered  and  painted,  the  form 
of  the  dome  over  the  intersection  of  the  nave  and  tran¬ 
sept,  these  are  typical  features  Avhich  are  for  the  first 
time  fully  developed  here,  and  to  Avhich  Bramante  added 
the  circular  apses  at  the  extremities  of  the  transepts 
and  choir  Avith  concentric  arcades  or  ambulatories  in 
the  interior. 

It  is  again  Brunelleschi  avIio  in  Civil  Architecture 
gives  expression  to  the  j)rinciples  of  uniformity  and  stabi¬ 
lity  in  the  Florentine  style  of  rustication  of  the  fagades 
of  their  magnificent  palaces,  a  flat  decorative  treatment 
of  the  Avail  Avhicli  characterises  the  massiveness  and  so¬ 
lidity  of  the  material.  All  the  fronts  of  the  building  are 
executed  in  boldly  rusticated  stones,  diminishing  in  relief 
tOAvards  the  upper  courses,  the  voussoirs  of  the  arched 
Avindows  and  doorAvays  radiating  toAvards  the  common 
centre,  the  basement  high,  massive,  appropriately  en¬ 
riched,  and  capped  l)y  a  magnificent  cornice.  There  no 
central  part  projects  from  or  recedes  toAvards  the  rest, 
thus  destroying  the  monumental  dignity  and  repose  of  the 
surface;  no  broken  stringcourses,  bands,  or  pediments; 
not  even  grouped  AvindoAvs  of  fanciful  design ;  none  of 
those  graceful  caryatids  of  questionable  taste ;  but  feAV 
and  deeply  vaulted  AvindoAvs,  divided  by  little  columns 
Avith  beautifully  carved  capitals,  the  stringcourses  bold 
and  vigorous,  and  the  croAvning  cornice  above  all.  Of  great 
nobleness  and  elegance,  it  displays  a  profusion  of  grace¬ 
fully  designed,  carved  mouldings,  beautiful  Corinthian 
consoles,  adorned  Avith  acanthus  leaA-es;  in  the  intervals 
boldly  carved  flo Avers  in  sunk  compartments,  its  pro¬ 
jection  suiting  the  rustic  mass  beloAV,  Avhich  it  so  nobly 
croAvns.  Nothing  is  omitted  to  render  it  the  greatest 
ornament  of  the  fagade ,  exhibiting  a  largeness  about 
its  parts,  and  a  manly  vigour  of  proportion,  that  make 
it  the  structural  expression  of  a  style  of  unsurpassed 
grandeur  and  magnificence. 

SiniAiltaneously  Avith  the  spontaneous  growth  and 
development  of  Architecture,  a  great  impulse  is  given 
to  the  Useful  Arts;  thus  Ave  see  the  art  of  the  metal- 
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Worker  practised  to  perfection  in  connection  with  these 
rusticated  facades.  Wrought  lanterns,  toi’ch,  festoon  and 
banner-brackets  are  projecting  from  doorways,  windows 
and  quoins;  beautifully  conventionalized  dragons,  grif¬ 
fons  and  reptiles,  or  other  grotesque  monsters  and  ani¬ 
mals,  also  rich  and  luxuriant  foliage,  candelabra  and 
standards,  all  beautiful  specimens  of  wrought  iron  work 
always  finely  chiselled,  but  marked  by  size  and  mas¬ 
siveness  so  as  to  suit  the  style  of  the  building,  give 
life,  elegance,  and  finish  to  the  grand  but  sometimes 
gloomy  surface.  The  doors,  treated  in  the  same  manner 
and  mounted  with  handsomely  worked  bronze-nails,  are 
frequently  panelled,  richly  carved  and  inlaid. 

Another  style  of  Palace  Architecture,  inaugurated 
by  Alberti  and  fully  developed  by  Bramante,  has  not 
the  stern  magnificence  of  that  just  mentioned ;  but  it 
gains  in  elegance  as  much  as  it  loses  in  grandeur.  The 
rustication  of  the  facade  is  less  salient  in  projection,  and 
the  pilasters  form  an  essential  part  of  the  design  ;  but 
the  ornaments  of  friezes  and  windows  are  so  delicately 


and  apjjropriately  arranged,  the  relief  so  well  propor¬ 
tioned  to  stringcourses  and  cornice,  everything  treated  so 
gently  and  with  so  much  taste,  that  the  whole  construction 
produces  a  most  harmonious  and  beautiful  effect.  Bra¬ 
mante  has  shown  here  how  pilasters  are  to  be  designed 
in  order  not  to  divorce  the  great  masses:  grouped  to¬ 
gether,  and  very  little  salient,  they  appear  like  the 
Grecian  antse.  merely  as  a  slight  ornamentation  of  the 
surface.  After  this  must  be  enumerated  a  group  of 
numerous  fagades  with  pedimented  doors  and  windows. 
Hanked  by  pilasters  or  three-quarter  columns,  belonging 
to  the  1G“*  century,  displaying  a  lightness  and  elegance 
of  profile  and  detail  throughout,  which,  though  neither 
so  grand  nor  so  monumental  as  the  older  rusticated 
palaces,  is  more  suited  to  modern  ideas.  Amongst  the 
most  characteristic  of  the  whole  series  are  the  Floren¬ 
tine  palaces,  the  Ijarderel  and  the  Bartolini,  from  the 
designs  of  Baccio  d’Agnolo,  and  the  Pandolfini,  ascribed 
to  the  celebrated  Baphael  d’Urbino. 

The  conclusion  in  our  next. 


Specimens  of  Ornamentation, 


No.  1. 


No.  1.  Grecian  Style,  Antefixe  of  the  Parthenon,  Athens  (see  Part  7,  p,  100). 
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.N'lj.  2.  I’lOinuiiesijue  Style;  IJiiud  ol’  l''uliag'e  IVuni  g-allcry  ul'  West  trout  ot  St.  Kenii’s  Churcli ,  Kheiiiis, 


Nos.  d  and  4.  liate  (lulliie;  t  iiiials  I'roin  Ivasterii  I'art  of  Chartres  Catliedral. 


U7 


No.  5. 


^lo.  5.  l^'rcucli  Renaissance;  Style  of  Henry  II.  Enriched  mouldings  from  the  Louvre,  I’aris. 

No.  6.  Italian  Renaissance;  Capital  of  Pilaster  from  Church  of  Maddalena  dc  Pazzi ,  Florence;  IG*’’  century. 

No.  7.  Modern  Capital  of  Pilaster. 


The  Workshop.  1868. 
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No.  9. 


No.  10. 


Nos.  8 — 11.  Oi’iiameiits  for  Porcelain,  Glass,  or  Metal, 
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No.  12. 


No.  12. 


De.sign  for  Hangings;  Modern  French  Work.  For  full-size  details  see  No.  4  of  Supplement. 


I 

i 
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No.  18. 


No.  18.  (Iciliag  ill  Stucco,  for  a  Diiiiiiy-rouui.  witli  two  chandeliers. 


Nos.  14  and  15. 


No.  14.  Album  Cover  with  Metal  Mounts  and  Clasp.  The  design  intended  for  inlaid  leather,  and  being,  with  an  appropriate  change 
of  dressed  and  undressed  leather  of  different  colors,  of  excellent  and  manifold  effect,  is  produced  by  cutting  the  ornaments,  with 
suitable  instruments,  out  of  two  pieces  of  leather  of  different  tints,  previously  mounted  on  paper,  after  which  they  are  fitted  together 
and  affixed  to  the  cover;  outlines,  ribs  and  veins  of  leaves  are  traced  or  stamped  in  delicate  gold  lines;  the  mountings,  either  cast, 

or  hammered  and  chased ,  may  be  partly  dead ,  partly  highly  polished. 


The  Workshop,  1868. 
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No.  IG. 


No.  IG.  Oak  Wardrobe,  tlie  door  filled  in  with  plate-glass;  recent  manufacture. 
For  details  see  Nos.  1  and  2  of  Supplement. 
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No.  17.  Carved  Oak  Table.  For  details  see  No.  3  of  Supplement. 

No.  18.  Wrought-iron  Railings,  from  the  Fountain  of  Square  Louvois,  Paris. 
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Nos.  1!)  27.  Oi-iiarncntal  Summerhouse  in  Wood,  with  carvings  and  curvilinear  sawings.  Elevation  '124,  section  and  plan  ‘jhs, 
details  '  h  of  ical  size.  'Die  ground-plan  in  form  of  a  cross  shows  the  entrance  in  front  of  one  of  the  arms,  the  other  thi’ee  being  j 

intended  for  seats.  The  roof  to  be  slated. 
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Nos.  20—27. 


The  Workshop.  1868. 
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No.  28.  Xo.  29. 


Xos.  28  anti  29.  Fish-bowl  ami  Fruit.-.stanfl  in  Crystal  witli  Bronze  mounting'.s ;  ’Is  of  real  size. 


r 
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Nos.  30  33.  Sword-hilt  chiselled  in  iron;  full-size.  Seventeenth-century  work.  From  the  Vienna  museum. 

1 


No.  34.  Dagger  with  Hilt  and  Scabbard;  for  execution  in  gold,  silver  or  oxydised  lironze. 
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Various. 


Glyph  ograpliy. 

Having  recently  made  trial  of  the  process  of  glyjihography 
in  connection  with  the  reproduction  of  engraved  plates  from  pho¬ 
tographs  ,  and  having  obtained  a  considerable  measure  of  success, 
we  shall  describe  the  process,  if  not  in  complete  detail,  at  least 
so  minutely  as  to  enable  any  of  our  readers  to  practice  engraving 
by  the  process  in  cpiestion  with  a  fair  degree  of  success. 

A  polished  ]jlate  of  coppei-,  such  as  is  usually  employed  by 
engravers,  is  blackened  by  being  washed  over  with  sulphide  of 
potassium ,  sulphide  of  ammonium ,  chloride  of  platinum ,  or  (jther 
means,  d'he  plate  is  then  washed  and  dried,  and  is  evenly  coated 
with  a  mixture  of  wax,  resin,  and  sulphate  of  lead,  the  thickness 
of  the  coating  not  exceeding  a  thirthieth  of  an  inch.  This  coating 
is  wliite  and  smooth,  and  the  plate  when  thus  prepared  is  ready 
for  being  sketched  upon,  or,  as  was  the  case  in  our  trials,  for 
being  photographed  upon.  The  details  of  our  method  of  effecting 
the  photographic  part  of  the  ojteration  shall  bjrm  the  subject  of 
another  communication. 

On  the  figure  thus  photographed  or  traced  by  pencil ,  the 
artist  proceeds  to  make  his  drawing  with  little  tools  like  needle 
points,  fixed  in  wooden  handles.  These  tools  should  vary  in  size, 
or  rather  in  the  thickness  of  the  jioint,  accoi'ding  to  the  nature 
of  the  work  intended  to  be  accomplished. 

it  will  be  found  most  advantageous  to  use  tools  one  side  of 
which  has  been  filed  Hat,  and  a  curve  given  to  them  near  the 
point  by  bending  them  wliile  heated  in  the  Hame  of  the  gas. 
Hvery  touch  or  stroke  of  the  artist  should  penetrate  through  the 
waxy  varnish  to  the  surface  of  the  plate,  whicli,  being  black, 
i-eveals  every  toucli  —  the  work  thus  appearing  black  on  a  white 
ground,  in  the  same  manner  as  if  it  were  eifected  by  pen  and  ink 
on  white  paper. 

The  coarseness  or  heaviness  of  the  lines  depends  upon  the 
tool  by  which  they  are  cut;  hence  broad  lines  require  a  tool 
flattened  at  the  point  like  a  chisel.  The  drawing  must  be  made 
as  in  nature,  or  non-reversed. 

Wlien  the  picture  is  examined  and  found  to  be  right,  it  is 
dusted  over  with  plumbago,  which  by  means  of  a  bushy  camel’s- 
hair  pencil,  is  distributed  thi'ough  every  line  and  over  every  part 
of  the  surface. 

.\lthough  we  hud  that  other  conducting  substances,  sucli  as 
bronze  powders,  act  better  than  plumbago,  we  have  very  beautiful 
pictures  produced  by  Mr.  Palmer,  in  which  the  coating  is  the 
same  as  that  here  described. 

'I’he  plate  thus  prepared  is  immersed  in  an  electrotype  cell, 
and  a  thin  tissue  of  copper  is  deposited  on  it  by  the  battery. 
V  hen  the  plate  has  been  immersed  at  night,  we  find  in  the  mor¬ 
ning  that  the  deposit  of  copper  is  sufficiently  thick  to  allow  of 
its  being  reniovcd. 

'1  he  battery  we  use  is  Smee’s  and  the  depositing  solution  is 
the  std])hate  oi  ccqi^ter,  rendered  decidedly  acid  with  sulphuric  acid. 

The  cast  thus  obtained  must  be  backed  up  with  soft  metal, 
sec.  art.,  and  in  this  state  it  will,  if  printed  from  as  a  wood  en¬ 
graving.  yield  an  exact  fac-similc  of  the  original  drawing. 

If  it  be  re(pured  to  lower  ))road  masses  of  white,  this  can  be 
effected  in  one  or  other  of  the  following  ways: 

.'Vfter  the  drawing  has  been  finished,  and  before  it  is  brushed 
with  bliick  h;ad,  paint  over  the  broad  masses  of  white  with  melted 
wax,  and  let  the  thickness  of  the  mass  thus  painted  on  the  surface 
lie  determined  by  the  area  of  the  white  portion,  care  being  taken 
not  to  apjiroaeh  too  closely  to  the  lines  of  the  drawing.  This 
having  been  done,  proceed  with  the  jilumbago  as  already  directed. 

•Vnother  way  by  which  to  lower  the  broad  whites  is  to  take 
a  cast  in  plaster  of  Paris  from  the  original  ])late ,  and  in  this 
east  to  lower  any  ])art  required  by  means  of  a  suitable  gouge¬ 


shaped  tool.  From  the  plaster  block  thus  trimmed  may  be  ob¬ 
tained  by  means  of  recasting  in  plaster  and  stereotyping,  any 
number  of  metal  blocks  in  a  condition  ready  for  printing. 

We  have  in  our  possession  some  pictures  which  have  been 
obtained  from  surface  blocks  prepared  nearly  as  described,  and 
which  are  so  fine  and  delicate  as  to  warrant  any  person  un¬ 
acquainted  with  the  method  of  their  production  in  believing  that 
they  were  printed  from  engraved  copper  or  steel  plates. 
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Oxyhydrogen  Light. 

The  experiments  commenced  last  year  on  the  Place  de  1’ Hotel 
de  Yille,  in  Paris,  on  the  oxyhydrogen  light,  are  about  to  be 
continued,  by  order  of  the  Fjinperor,  in  the  court  of  the  Tuileries. 

The,  magnesia  cylinders  having  been  found  to  corrode  and 
waste  away  too  rapidly  for  the  purposes  of  a  continuous  light,  an 
artillery  officei',  IM.  Caron,  after  experimenting  with  a  variety  of 
substances,  has  adopted  zircon,  a  substance  which  Berzelius  pointed 
out  as  infusible,  and  giving  forth  a  very  brilliant  light  under 
the  blow2iipe.  It  is  said  that  M.  Caron  has  had  a  cylinder  of 
this  substance  in  use  with  the  oxyhydrogen  light  for  a  month 
without  the  slightest  trace  of  volatilization.  The  luminous  jjower 
of  zircon,  under  the  oxyhydrogen  jet,  is  about  one  fifth  more  than 
that  of  magnesia.  The  zircon  emjfioyed  is  an  oxyde  of  zirconium; 
it  is  found  2)rincij)ally  near  Miask,  at  the  foot  of  the  Ural  moun¬ 
tains.  M.  Caron  economises  the  zircon,  by  mounting  a  point  of  it 
on  a  small  stick  of  magnesia  or  fire-clay,  the  zircon  being  made 
to  adhere  l)y  compression  and  afterwards  baking. 
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Iron  Stoves. 

Some  of  the  French  doctors  have  started  a  fresh  cinisade 
against  iron  stoves.  Dr.  Carret,  at  Chambery,  noticed  a  great  deal 
of  unaccountable  disease  in  schools  and  institutions;  and  thought 
he  could  trace  the  mischief  to  the  introduction  of  cast-iron  stoves. 
Dr.  Deville,  in  a  ^Japer  read  before  the  Academy  in  Paris,  says 
that  he  ^n-oved  by  a  mechanical  contrivance  that  such  stoves  do 
give  off  noxious  vapours.  He  had  two  bells  so  connected  with 
electrical  apparatus  that  they  should  ring  when  hydrogen  or  car¬ 
bonic  oxide  was  given  off.  Not  long  after  the  stove  had  got  tho¬ 
roughly  heated  both  the  bells  began  to  ring.  If  it  is  iJroved  that 
iron  heated  beyond  a  certain  jjoiut  gives  off  unwholesome  gases, 
we  had  far  better  ado2)t  the  German  stove,  so  much  more  ca¬ 
pable,  by  the  way,  of  being  made  a  graceful  joiece  of  furniture, 
than  our  cast-iron  abominations.  Such  a  reform  would  naturally 
lead  to  the  disuse  of  the  wretched  frontage  of  jiainfully  black- 
leaded  iron  round  our  fire^fiaces,  and  a  return  to  the  good  old 
Dutch  tiles.  Imperial  Eevietv. 


Effectual  Method  of  Cleaning  Glass. 

In  order  to  clean  glass,  and  restore  its  former  brightness  and 
transparency,  should  the  usual  treatment  have  proved  insufficient, 
take  a  little  fluoric  acid  of  commerce,  dilute  it  with  4  or  5  times 
its  volume  of  water,  j^our  a  few  drops  of  the  diluted  acid  on  a 
small  of  cotton  wool,  rub  therewith  the  surface  of  the  glass 
and  then  wash  it  off  with  water.  By  this  method  a  thin  layer  is 
dissolved  on  the  face  of  the  glass,  thereby  uncovering  a  new 
surface.  If  a  more  concentrated  solution  of  fluoric  acid  is  allowed 
to  rest  sometime  on  the  glass  a  concave  surface  of  high  brilliancy  is 
thereby  jJroduced. 


_  Prof.  W.Baumer  ,  I.Schnorr  AIJD  Others. 
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On  Italian  Renaissance 

IN  ITS  RELATIONS  TO  ARCHITECTURE  AND  THE  INDUSTRIAL  ARTS. 


An  equally  beautiful  style  of  treatment  is  illustrated 
by  another,  though  somewhat  later  group  of  buildings, 
richly  ornamented  by  decoration  in  Sgrafitti  (in  a  still 
later  period  superseded  by  painting),  their  most  marked 
peculiarity  being  an  open,  flat-roofed  colonnade  under 
the  cornice,  a  very  charming  and  artistic  arrangement, 
giving  even  to  smaller  buildings  a  palatial  appearance. 
Ihe  same  characteristic  feature  of  colonnades  or  ranges 
of  arcades,  superimposed  one  on  another,  sometimes 
through  three  stories,  is  further  worked  out  and  per¬ 
fected  in  all  the  great  courts  of  palaces  and  cloisters. 
The  earliest  examples  are  again  Brunelleschi’s  beautiful, 
cloistered  courts;  of  very  simple  but  noble  conception, 
they  produce  the  highest  artistic  effect  by  the  purity  and 
beauty  of  proportion,  and  the  great  elegance  and  lively 
play  of  architectural  forms  and  lines.  Bramante  very  in¬ 
geniously  uitroduced  beautifully  designed  pillars  in  these 
courts.  The  columns,  never  fluted,  are  adorned  with 
ever-varying  capitals  of  graceful  luxuriousness,  the  walls 
and  vaulting  of  the  peristyle  always  richly  painted  with 
Irescoes  and  arabesque  work,  the  architectural  mouldings 
being  sometimes  also  relieved  and  marked  by  coloring. 

Pieviewing  the  decorative  styles  of  the  Renaissance, 
we  are  at  first  dazzled  by  the  exuberance  of  genius  dis- 
p  ayed  after  tlie  short  and  uncongenial  reign  of  Gothic 
Art,  an  importation  from  the  North,  which  had  never 
thoroughly  taken  root  in  the  South.  Then  indeed 
enamoured  by  the  masterworks  of  antiquity,  by  the  view 
0  its  priceless  remains,  daily  excavated  and  exhibited, 
a  profusion  of  new  and  original  creations  of  decorative 
art  sprang  up,  which  now  only,  after  the  lapse  of  cen- 
uries,  can  be  fully  appreciated.  Grand,  old.  Classical 
Art,  having  for  more  than  five  hundred  years  con¬ 
tinually  exercised  her  creative  power,  l.ad  stored  up 
an  transmitted  to  posterity  innumerable  treasures. 

Indeed  what  an  astonishing  richness  of  graceful  mo¬ 
tives  do  we  see,  if  we  cast  our  eye  on  the  capitals  of 
the  columns  removed  into  the  Roman  basilicas  from 
e  ncient  temples  which  they  used  to  grace,  on  their 
monuments,  altars,  fragments  of  doorways,  friezes,  and 
cornices,  which  are  still  extant.  The  Renaissance  laid 
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hold  on  all  this,  adding  her  own  powerful  genius,  and 
entering  with  the  same  fire  and  energy  into  the  im¬ 
perishable  beauties  of  nature. 

No  wonder  therefore  that  we  find  during  this  period 
all  the  forms^  of  ornamentation  combined  which  the 
human  mind  is  able  to  embrace;  above  all  the  archi¬ 
tectural  structures  show  great  dignity  and  repose,  being 
the  results  of  a  judicious  and  keen  understanding,  which 
laid  the  decorative  features  principally  round  doorways, 
windows,  and  in  those  mighty  vaults  and  domes,  enriched 
with  deep  cofters  and  boldly  carved  flowers,  which  in  the 
blended  and^  broken  light  produce  a  most  mysterious  and 
magnificent  impression  on  the  mind. 

Amongst  the  most  beautiful  examples  of  their  kind 
must  be  mentioned  the  Porch  of  Pazzi-Chapel,  erected 
by  Brunelleschi,  or  that  of  the  Pietro  Massimi  Palace 
at  Rome  by  Baldassare  Peruzzi.  This  porch,  supported 
on  the  outside  by  simple  Tuscan  columns,  recedes  from 
the  sombre,  rusticated  facade,  the  interior  being  covered 
by  a  flat,  richly  coftered  ceiling,  further  enriched  with 
niches,  elegant  stone  seats,  and  a  beautiful  doorway. 

It  we  examine  the  capitals,  mouldings,  archivolts  etc. 
we  find  there  a  rich,  but  judiciously  distributed  ornamen¬ 
tation  of  exquisite  finisli  and  workmanship  in  its  most 
minute  details,  richly  carved  mouldings,  flowers,  dentils, 
trets,  hons’-heads  etc.  giving  charm,  brilliancy  and  life  to 
the  whole.  The  doorways  especially  belong  to  the  most 
splendid  productions  of  that  period;  the  ornamental 
parts  are  either  deeply  sunk,  or  entirely  snbordiiiated 
to  the  architectural  framework,  and  display  a  luxuriant 
richness  of  vegetable  types,  represented  by  a  multitude 
of  natural  plants  arranged  in  scrolls  or  bunches,  and 
animated  by  birds,  butterflies,  lizards,  etc.,  while  some 
artists  introduced  into  their  arabesque  work  Classical 
conventionalised  foliage,  combined  with  arms,  trophies, 

gemi,  G-agic  and  comic  masks,  hybrid  marine  monsters 
and  chimeras.  ’ 

These  doorways,  in  most  cases  formerly  painted  and 
gilt,  prepare  the  mind  for  an  introduction  into  the 
Renaissance  sanctuary.  The  whole  interior,  as  is  the 
case  in  Antique  and  Medifeval  buildings,  is  of  course 
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resplemlaiit  of  clazaling  colors  and  gold;  bat  in  oppos.tion 
to  fhe  elements  of  Gothic  styles,  in  which  Architecture  is 
preeniinentlv  dominant,  the  Sister  Arts,  Painting  and 
Sculpture,  are  allowed  free  scope  at  the  side  of  Arch i- 
lecture,  although  all  three  are  intimately  associated, 
thus  producing  a  most  wonderful  and  harmonious  effe  . 

But  tlien  all  the  decorative  features,  vaults,  mouninen  . 
altars,  notwithstanding  the  most  elaborate  ins  i  am  iic  i 
uess  ;t  detail,  exhibit  a  grand  and  - 

arraimeiiient,  Unfortii, lately  only  very  few  of  these  in 
‘teriors  have  preserved  their  entire  original  decoration, 
and  where  they  have,  they  are  generally  only  smal  er  con- 
strucGoiis  as  e.  g.,  the  M.aiisoleiim  of  the  Cardinal  of 
Portimal  lob’  UoOl  erecfed  by  Antonio  Piosellino  on  the 
imrthSl  2le  of  S.  Miiiiato  al  Monte,  near  Florence. 

What  a  profusion  of  choice  and  costly  materals  is 
l,ere'  the  Florentine  s.aiidstone  or  Macigno.  white  and 
colored  marble,  gilding,  frescoes,  terra-cottas,  splendn 
mosaics  for  the  pavement,  of  more  delicate  >  ™  ^  ^ 

ceiline  everything  most  skilfully  combined  to  piodiice 
■1  structure  which,  with  all  its  exuberant  richness,  am 
splendour  of  ornamentation,  displays  great  chasteness  and 
ce  of  form.  In  the  vault  of  that  very  chapel  forming 
a  mnall  cupola  on  pendentives,  we  behohl  a  bea.d.ti 
example  of  decorative  art;  the  calotte  is  form  d  by  h  e 
large  plates,  or  tiles  of  baked,  enamelled  clay,  with  beaiiti- 
liil  lloating  figures  of  angels,  the  little  spandrils  filled  in 
a.th  gold  mosaics,  the  soffits  of  the  four  arches,  and 
the  frieze  of  the  entablature  being  adorned  with  exipii 
site  fresco-paintings,  all  this  relieved  by  ornamental  and 
statuary  sculpture  work,  leads  on  to  the  marb  e  monu¬ 
ment.  where  the  corpse  of  the  departed,  as  >  ™  ‘“V 
slumber,  is  extended  on  a  rich  sarcophagus.  Ceita.ii  j 
nraat  ar  istic  skill  and  refinement  is  required  to  create 
:  work  of  like  signification.  Here  all  the  ending  fea¬ 
tures  are  in  themselves  master-pieces  ot  their  kind,  whi  ^ 
combine  to  build  up  a  work  of  Art  ot  great  maginticence 
harmony,  and  perfection  otform,  the  smallest  details  o 
mouldings  or  arabesque  work  showing  tie  same  lein 
Tse  for  the  effect  of  form,  color  and  light,  displayed 
in  the  most  exquisite  frescoes  and  marble  statues  wine  i 
trrow  out  of  the  architectural  groundwork. 

Fspecially  the  uumerous  sepulchral  monuments  of 
U,e  It'eiiaissaiice  period,  consisting  ot  marble  structures 
„ftcn  mere  slal.s,  and  always  fixed  in,  or  projec  iiig  fiom 
t|,e  wall  show  most  exquisite  arabesque  work,  wdiicli 
„cves  its  graceful  elegance,  besides  the  ctiarm  of  lu- 
vention,  to  the  delicate  modelling  ot  the  ” 

flowing  designs  of  foliage,  stems  and  flowers.  Delicat 
tendrils,  encireling  here  a  little  Innl,  there  an  expaiidiii 
,|„a-er  suddenly  rise  will.  sl,ar|,  nprigl.t  edges  Irom  the 
1  1  irtlv  ■wlnoed  leaves  and  hraiiches,  growing 

ridtiuimhiiistei^nni  . . 

Intioiis  of  the  surface,  are  wrought  with  vuo  is  <) 

,„,.„t  in  bold  relief,  all  dilfereiit  ill  design,  and  woiked 

. . ,;^l;ra„d  pme  gutter  now  Id'  the 

greatest  mhievements  of  the  Heroralive  Art  ot  the  beimm 
sauce  of  that  grand  assoeiatinn  of  Arcliitectiirc ,  •  ™  P 

::,::  a’nd  Pa,n„nV,  -  as,  e.  g..  In  llaphaeVs  Haggle  of  the 

Vatican,  and  in  Villa  Madama  near  home, 


suo-aested  by  the  Antique  treatment  of  interior  decoration, 
esh°cially  by  the  Baths  of  Titus,  then  a  favounte  ob- 
iect  of  study.  Here  indeed  great  perfection  of  form  and 
harmony  of  color  pervades  the  whole,  the  first  principle 
being  to  mark  the  great  masses  of  vaults  and  wal  s. 

Over  their  surface,  in  marvellous  hrightness  of  light 
and  color,  in  all  the  fascinating  brilliancy  of  life,  are 
spread  a  profusion  of  natural  foliage,  wreaths  of  flowers, 
and  fruit,  interspersed  with  masks,  dancing  amorini, 
demons,  fabulous  monsters  and  animals,  charming  land¬ 
scape,  mythological  subjects  of  every  kind,  following  and 
interlacing  each  other,  and  framing,  sometimes  painted, 
sometimes  executed  in  white,  gilt,  oi  coloied 
those  great  pictures  on  religious  subjects  which  hll  the 
centres  of  vaults  and  ceilings.  And  no  less  a  person 
than  Raphael  Sanzio  planned  these  creations;  m  ns 
Court  of  the  Loggie  he  displays  in  a  small  space  the 
inexhaustible  force  of  vegetable  and  ainmal  nature,  cou- 
trihutiug  to  a  work  of  faultless  harmony  and  gentle 

°  When,  in  a  later  period,  the  decorative  ornament 
was  made  less  fine  and  appropiate,  a  want  of  breadth 
and  repose  pervaded  the  whole.  The  old  Classical  speci¬ 
mens  also,  so  far  as  preserved,  exhibit  the  same  exqiiisfie 
treatment  and  wonderful  richness  of  imagination  Ihe 
hrilliant  effect  of  the  relief  ornament  in  stucco  is  fuithei 
heightened  by  the  peculiarity  of  the  material  w  ic  i 
allows  the  artist  to  add  his  work  of  taste  and  faiicj, 
rendering  immediately  his  most  delicate  impressions 
in  a  soft  and  plastic  mass.  Indeed  we  find  here  every¬ 
where  the  stamp  of  originality,  only  the  main  features 
being  designed  heforehaiid;  and  for  the  rest,  free  scope 
is  aiven  to  the  artistic  genius,  so  that  an  mdividua  i  y 
and  freshness  of  thought  speak  to  our  mind  in  even  the 

smallest  of  these  creations. 

We  can  have  no  exact  representation  of  the  pio- 

ductions  of  Art-Industry  during  this  period,  " 

the  Italian  Ginque-cento  work  being  lost,  or  hidden 
in  the  interior  of  houses.  But,  it  is  unquestionable 
that  Art  had  attained  a  degree  of  perfection,  superioi 
to  that  of  the  old  Classical,  at  least  of  the  Ancmn 
Roman  style.  The  most  remarkable  of  these  productions 
in  terra-cotta,  wood,  and  metal-work  rank  amongst  the 
noblest  conceptions  of  high  Art.  In  other  words,  Italian 
Cinque-cento  work  leads  through  all  the  forms  of  deco¬ 
rative  ornament,  of  the  purely  conventional,  or  vegetah  e, 
and  animal  types,  to  tlie  fovm  .par 

vepveseiitatioii  of  tbe  Inimaii ;  a  noble  teiitleiicj  fliscei 
nible  even  in  works  of  an  iiiipreteiitions  anil  modest 
character,  when  such  men  as  Giotto. 
lasebi,  Gliiberti,  Allierti,  dabinei, 

Aiioelo  and  others  contribute  to  their  pi oductio  . 
the"  great  sculptor  L.ica  della  Robbia 

about  the  same  time  as  Briinelleseli. ,  establishing  tie 
naiil^^^^^  of  glazed  earthenware.  He  furnishes  p-iinel- 
Iciclii  the  enamelled  tiles  for  the  splendid  cupola  ora 
the  porch  of  I’azz.i  Chapel  (about  1420),  le 
the  beautiful  frieze  medallions  in  that  chapel  and  com 
idete  altars,  besides  a  series  of  pictures  of  the  ^  y 
Virvin.  generally  framed  by  luxuriant  wreaths  of  f.u  t, 
aiuf flowers.  The  colors  are  simply  yellow,  green, 
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violet  and  white,  the  glazing  exceedingly  thin,  the  ground 
of  the  relievi  being  a  light  smalte  blue.  His  invention, 
handed  down  from  nephews  to  grandnephews,  was  prac¬ 
tised  with  the  same  high  perfection  till  1527  when  the 
last  of  the  Robbias  died  of  the  plague,  after  having 
tilled  the  churches  and  villas  of  Tuscany  with  their 
modest  but  unsurpassed  productions.  It  is  remarkable 
how  all  these  little  gems,  although  made  by  hand,  and 
always  showing  the  same  ideas  and  forms,  are  never¬ 
theless  marked  by  originality  of  design,  and  novelty  of 
invention,  being  the  true  expression  of  the  artistic  genius 
of  that  period. 

Suggested  by  the  Della  Robbia  ware,  there  arose 
at  the  beginning  of  the  16“‘  century  the  manufacture  of 
majolica,  principally  practised  in  Pesaro,  Castel-Durante 
and  Faenza,  and  showing  also  the  same  colors.  Tlie 
best  of  these  productions,  chiefly  consisting  of  great,  flat 
dishes ,  fruit  stands ,  saltcellars  etc. ,  show  no  figures, 
but  very  elegant  arabesque  work,  though  sparingly  used, 
sometimes  painted,  sometimes  in  low  relief.  Pictorial 
subjects  of  high  artistic  value  are  also  frequently  repre¬ 
sented  from  designs  of  Raphael,  Guilio  Romano  etc. 
All  these  specimens,  combining  truth  with  beauty  of  form, 
do  not  pretend  to  be  more  than  what  they  really  are, 
viz.,  vessels  which  perfectly  answer  their  purpose. 

Except  a  number  of  most  magnificent  candelabra 
not  much  remains  now  of  the  art  of  tlie  metal  worker 
of  that  period,  and  hardly  anything  of  those  gold  and 
silver  objects  which  Benvenuto  Cellini  praises  so  highly. 
A  few  relics  that  are  left,  a  saltcellar,  a  few  candle¬ 
sticks  in  the  treasury  of  St.  Peter’s,  a  little  chiselled 
steelkey  in  the  possession  of  the  Strozzi  family  justify, 
no  doubt,  the  enthusiastic  terms  which  the  artist  him¬ 
self  lavishes  upon  them.  The  severe  forms  are  replaced 
by  flowing  lines,  gracefully  curved;  the  flat  surface,  en¬ 
riched  by  masks,  foliage,  and  renderings  of  animal  types 
of  great  daring  and  energy,  is  relieved  by  little  panels, 
with  most  exquisite  bassi-relievi ;  everything  worked  with 
great  care  and  high  finish,  like  the  works  of  nature,  loses 
nothing  when  seen  under  the  magnifying  glass.  In  this 
later  period  there  appear  also  vessels  of  hard  and  costly 
stone  and  cut  crystal,  foot,  handle,  neck  and  top,  en¬ 
riched  with  enamels  in  gold  and  precious  stones,  which 
are,  without  disturbing  the  graceful  contours,  in  perfect 
harmony  with  the  natural  color  of  the  material.  Of  great 
magnificence  are  also  the  steel  armours  and  helmets, 
damascened  or  inlaid  in  gold  or  silver,  with  rich  sur¬ 
face  ornamentation,  and  sometimes  of  delicate  relief, 
which  exercise  an  unmistakable  influence  on  stone  ara¬ 
besques  and  other  architectural  ornament  of  later  date. 

Mosaic  work,  although  of  very  ancient  origin,  was 
then  extensively  practised,  representing  in  inlaid  wood, 
until  the  end  of  the  last  century,  the  principal  enrichment 
of  our  furniture.  This  branch  of  art  demands  great  refine¬ 
ment  of  taste  and  excellence  of  workmanship,  but  it 
furnishes  a  very  appropriate  and  beautiful  decoration  of 
the  flat  surface,  forming  a  very  interesting  contrast  with 
relief  ornament. 

At  the  beginning  of  the  fourteenth  century  the  in- 
tarsia  or  marc[uetry  work  appears  in  Siena  and  Um¬ 
bria,  and  in  the  year  1478  Florence  possesses  as  many 


as  eighty -four  intarsiatori  and  other  cabinet  makers. 
Again  it  is  the  great  Brunelleschi  to  whom  the  develop¬ 
ment  of  ‘this  art  is  ascril)ed.  The  decorative  types  are 
of  great  variety,  embracing  frets  and  lineal  ornament. 
])eautiful  natural  flowers ,  bouquets ,  birds ,  and  human 
figures,  boys  holding  festoons  etc.;  of  frequent  occurence 
also,  especially  for  choir  stalls,  is  the  inlay  of  those 
perspective  views  which  form  the  favourite  subjects  for 
the  backgrounds  of  the  Cinc|ue-cento  pictures. 

The  ordinary  furniture,  viz.,  bedsteads,  chests,  ben¬ 
ches,  etc.,  mostly  of  pear  and  chestnut,  were  of  strong 
and  massive  construction,  enriched  with  ornament  in  bold 
relief,  and  exhibiting  high  monumental  dignity,  com¬ 
bined  with  great  simplicity  of  design;  but  between  these 
severe  forms,  there  appears  always  the  bright  and  joyous 
play  of  inlaid  and  colored  wood.  Of  most  monumental 
appearance  were  especially  tlie  beds  of  state,  projecting 
from  the  middle  of  the  wall,  and  the  chests  which  were 
sometimes  manufactured  by  the  most  renowned  masters ; 
whicli  pieces  of  furniture  were  usually  ornamented  witli 
paintings.  A  room  of  this  epoch,  of  a  jireeminently 
quiet  and  comfortable  aspect,  may  lie  described  as  fol¬ 
lows.  The  floor  was  covered  with  soft  carpets;  the  flat, 
wooden  ceiling,  handsomely  carved,  showing  coffers  or 
compartments,  with  paintings  and  gilt  floral  ornament; 
the  walls,  covered  with  gorgeous  tapestry,  woven  fabrics, 
silk  hangings,  embossed  and  gilt  leather,  or  rich  wain¬ 
scoting,  were  furnished  with  bedsteads,  chests,  cabinets, 
and  other  furniture  whicli  was  enriched  by  marquetry, 
coloring  and  gilding ,  especially  strings  and  cornices ; 
and  on  rich  dressers  a  show  of  magnificent  vessels  of 
alabaster,  porphyry,  serpentine,  and  majolica. 

Such  was  the  interior  of  the  mansion.  The  outside 
showed  wide-spread  lawns  and  parks;  the  slojiing  ground, 
skilfully  arranged  in  terraces  with  broad  steps  leading 
to  the  chief  entrances,  was  enlivened  by  the  merry  play 
of  cascades,  whose  noisy  waters,  descending  from  terrace- 
walls  and  parapets,  were  thrown  from  shell  to  shell,  or 
spit  out  from  marine  monsters;  little  sideways  led  into 
fresh  groves  with  high  fountains,  or  into  kiosks  and  ca¬ 
sinos  of  airy  construction,  whose  lofty  vaults  adorned  with 
frescoes  allowed  the  eye  to  rest  in  the  far  distance  on 
the  mountains,  and  on  the  blue  sea;  or  they  abutted  in 
an  exedra,  or  crescentformed  theatre  leaning  against 
the  slope,  with  arched  cool  grottoes  receding  into  the 
mountain,  and  sparkling  with  shells  and  stone-mosaic. 
Dispersed  amongst  all  this  were  picturesque  groups  of 
noble  trees :  the  laurels ,  oaks ,  cypresses  and  pines 
spreading  their  dark,  evergreen  foliage  over  the  grounds, 
in  which,  with  a  true  appreciation  of  the  beauties  of  na¬ 
ture,  the  principal  roads  and  avenues  were  so  directed  as 
to  lead  on  to  the  most  beautiful  sites  of  the  lovely  scenery. 

The  days  of  the  highest  developenrent  of  Art  were 
not  destined  to  last  beyond  the  taking  of  Rome  in  the 
year  1527.  From  that  time  a  chilling  torpor  runs  through 
all  the  architectural  productions,  and  begins  to  sever 
Architecture  from  Decorative  Art.  The  former  confines 
itself  more  and  more  to  its  own  sphere  of  rigid  and 
conventional  forms,  the  latter,  given  up  to  itself,  in¬ 
dulges  in  most  audacious  and  vulgar  caprice ;  but  reaction 
setting  in,  it  borrows  again  from  Architecture,  introdu- 
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cing  all  sorts  of  distortions  and  contortions.  The  archi¬ 
tectural  structures  lose  in  their  turn  their  decorative 
ornament,  the  mouldings  their  enriched  heads,  pearls, 
egg  and  tongue  ornament,  etc.  Losing  the  elegant  sweep 
of  profile,  they  are  bent,  broken,  curved  and  twisted; 
columns,  pillars  and  pilasters,  no  more  surmounted  by 
their  ever-varying,  charming  capitals,  are  grouped  into 
two,  three  or  four.  Yet  a  certain  unity  and  harmony 
of  style  is  still  discernahle,  and  the  Rococo  period  also 
produces  characteristic  and  ingenious  structures  which, 
although  suggestive  of  their  age  of  licentiousness,  show, 
especially  in  the  interior,  grand  sjmces,  largely  de¬ 
signed,  carefully  and  harmoniously  arranged  and  deco¬ 
rated  throughout. 

Of  great  interest  is  the  comparison  of  the  gradual 
decay  of  the  Renaissance  with  that  of  the  Middle  Ages. 
Medireval  Art,  which  in  its  most  flourishing  days  pursued 
a  similar  course  to  the  Renaissance,  falls  at  last  into 
the  same  errors  as  liococo.  The  original,  constructive 
signification  of  the  architectural  features  is  soon  lost 
siglit  of,  they  become  overcharged  with  ornament,  and 
sink  down  to  the  rank  of  mere  decorative  vagaries.  Thus 
it  comes  to  pass  that  tiothic  Aid,  striving  after  lightness, 
degenerates  by  degrees  into  forms  of  excessive  thinness 


and  poverty,  while  the  Renaissance,  based  on  Antique 
principles,  assumes  proportions  of  great  massiveness  and 
heaviness. 

Only  with  the  beginning  of  this  century  everything 
goes  out  of  joint;  the  ancient  hallowed  traditions  dis¬ 
appear,  each  follows  his  own  way,  or  follows  none  at 
all;  everything  is  to  he  done  anew,  and  we  are  in  the 
same  position  as  if  we  had  lost  the  power  of  speech, 
we  are  without  style.  Two  things  may  save  us.  First 
an  earnest  study  of  early  Italian  Renaissance,  which  com¬ 
bines  the  excellence  of  former  periods  in  Art ;  showing 
in  its  creations  a  noble  simplicity,  and  manly  vigour 
of  style,  it  can,  imbued  with  a  new  and  fresh  life, 
and  prompted  by  a  new  and  energetic  spirit,  he  adapted 
to  nearly  all  the  modern  wants  and  exigencies  of  private 
and  public  life.  A  second  means  may  he  sought  in  the 
restless  activity  and  i)roductiveness  of  modern  Industry. 
Tlirough  the  stupendous  discoveries  and  inventions  and 
the  progress  in  technical  science  during  this  century,  the 
process  of  manufacture,  the  treatment  and  the  manipula¬ 
tion  of  the  material,  have  entered  into  an  entirely  new 
phase;  new  tlioughts  and  forms,  never  ])efore  entertained, 
are  worked  out  and  ])erfected,  whicli,  being  merged  into 
Architectui’e  and  Art  industry,  are  thus  lirought  to  fruition. 


Specimens  of  Ornamentation. 


No,  1. 


No.  1.  li’oinnnnsque  Style;  Foliated  Stringcourse  frorrl  Bonn  Cathedral. 
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No.  2. 


Ko.  o. 


No.  2.  Early  GuLliic;  Detail  of  Liutel  from  Porch  of  Lower  Church  of  the  Salute  Chapelle ,  Paris. 

No.  3.  French  Renaissance;  Band  of  Foliage  round  Principal  Doorway  of  Church  of  St.  Etienne  du  Mont,  Paris. 

The  Workshop.  oj 


134 


7. 


I  ;ui(l  r>.  I'Vc.iicli  I’l'.MMissiuicc. ;  I’lirtioiis  ul’  ]’;uicl«  from  the  Louvre,  Paris. 

<i.  (r'lniaii  Ih  iiai'j.'jaucu;  Aral<esijiic  I'roiii  Su|iulcliral  Muiuituuiit  in  Cliurch  at  Cuuiburg,  near  Hall,  Wiirtemberg. 

No.  7.  Modern  Panel  Urnamcut. 
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No.  8. 


Jso.  8.  Pattern  for  Tapestry;  executed  in  crimson  silk  damask,  the  design  mat,  on  satin  ground. 
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No.  9. 
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No.  10. 


Nos.  9  and  10.  Altar  table  with  Ciboriuin  tor  St.  Mary’s  Church,  Reutliugen,  Wurteuiberg ;  Front  and  Side  Elevation.  For  plan  and 
section,  ’/s  of  real  size,  see  Nos.  6 — 8  of  Supplement.  Competition  design;  Mr.  K.  Walther,  Architect. 
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No.  13. 

No.  13.  Design  of  Modern  Ceiling. 
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Woolen  Cases  for  Pumps. 


For  details  of  No.  16  see  Nos.  9  and  10  of  Supplement. 


Nos.  IP  Pi  and  16. 
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No.  21. 


No.  21.  Wrouglit-iron  Gate. 

No.  22  Wrought-iron  Balcony  Railing, 
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Va  R  I  O  U  S. 


Now  ('(‘iiuMit.  —  Iii(]iii(l  Glue. 

I-Vw  ll.iiio's  nvi>  in  nnirf  ciinsiant  dniiiand  among  meeliaiiics 
tliaii  l•(■n|l•nts.  aiiil  it  iiin.-.1  Ite  adiiiil toil  that  most,  of  tliose  in  oom- 
iiinii  mo  ai'o  11)1011  to  improvement.  liave  I'eccntly  met  vvitli 

o■l•■i|Jls  in  tlio  French  and  German  jonrinil.s,  wliich  we  put 
tuo.’tlo'r  I’oi'  tlie  information  of  our  readers,  d'he  lirst  is  an  iron 
|■•nlen1.  wliicli  looks  like!}'  tii  he  useful.  It  is  made  hy  mixing 
fruiii  four  to  live  )iarts  of  dry  clay,  two  parts  of  iron  filings,  one 
|iart  oxide  of  manganese,  half  a  jiart  of  salt,  and  half  a  part  of 
horax.  \\'hen  the  cement,  is  wanted  for  n.se  this  mixture  is  made 
with  water  into  a  jiastc,  which  is  ajiplied  immediately  to  the  ]iieces 
to  ho  joinoil.  It  is  then  allowed  to  dry  gradually,  and  is  snh- 
‘■oipiontly  tivafoil  to  whiteness.  After  this  the  cement  will  resist 
water  and  of  course  heat.  Anfd.her.  said  hy  Stinde  to  be  a  very 
iisclul  ceini'iit.  is  made  hy  mixing  equal  jiarts  of  oxide  fif  manga¬ 
nese  and  oxide  of  zinc,  and  making  them  into  !i  thinnish  jiaste 
with  the  sidiition  of  silicate  of  soda  of  commerce.  'I’liis  jiaste  must 
he  a|i))!iod  ijuickly.  as,  no  doubt,  it  sets  very  rajiidly.  It  is  not 
e.dculated  to  resist  heat  tiiid  water  —  the  latter,  at  all  events, 
not  for  any  length  of  time.  Another  rcceijit  we  find  is  for  a  strong 
liquid  glue.  'I'o  make  this  the  invcnttir  )'mts  three  parts  of  glue 
with  eight  )iarts  of  cold  water,  tind  lets  them  stand  for  several 
hour-;  to  soften  the  glue.  He  then  adds  half  a  jjurt  of  muriatic 
acid  and  thri'e-qiiartcrs  of  a  part  of  sulphate  of  zinc,  and  heats 
the  mixture  to  18d  deg.  Fnh.  for  fen  or  twelve  hours.  'J'lie  mix¬ 
ture  retntiins  liquid  after  cooling,  and  is  said  to  bo  very  useful 
for  sticking  wood,  crfu’kery,  and  glass  together. 

MeclKtnicfi’  ALigazine. 


]\Iinargent. 

This  is  the  name  given  to  a  new  sub.stitute  for  silver,  which 
is  said  to  possess  nine  tenths  of  its  whiteness,  malleability,  duc¬ 
tility,  tenacity,  sonorousness,  and  density,  wliile  it  has  a  superior 
metallic  lustre,  wears  better,  is  less  likely  to  be  acted  upon  by 
sulphur  in  its  various  forms,  and  is  less  fusilde  than  silver.  The 
chief  features  of  this  wonderful  alloy  consist  in  the  introduction 
of  pure  tungsten  an<l  aluminum,  also  the  considerable  proportion 
of  nickel  which  the  inventors  have  been  enalded  to  alloy  with 
aluminum  notwithstanding  its  known  want  of  affinity  therewith, 
iMinai-gent  is  comjmsed  of  1,000  parts  copper,  700  parts  nickel, 
TjO  Jiarts  tungsten,  and  10  jiarts  aluminum.  The  first  three  elements 
are  melted  together,  then  run  off  in  a  granulated  form,  and  again 
melted,  adding  the  aluminum  and  about  1’/^  per  cent  of  a  flux 
comj)Osed  of  one  part  borax  and  one  jiart  fluoride  of  calcium; 
these  jiropoidions  of  liorax  are  reduced  as  the  fusion  jiroceeds. 

Scientific  American. 


Marezzo  Marble. 

iM.  Guelton,  concerned  in  the  production  of  this  material,  is 
anxious  it  should  lie  known  that  »the  nature  of  the  manufacture 
by  which  these  marble  imitations  are  jiroduced,  so  far  from  being 
a  simjile  result,  rejiresents  the  labour  of  many  years’  incessant  stud}’ 
of  the  mineralogical  formation  of  the  finest  marbles  that  have  come 
umhu'  his  obseivation*. 


Prof.W.Baumer,  I.Schnorr  AMD  Others. 


VOL.  I.  NO-  10. 


Crystal  Manufacture  and  Jewellery. 


Among  the  valuable  bequests  of  grand  old  Classical 
Art  Avhicb  must  ever  remain  the  objects  of  most  serious 
study  to  the  Art-worker  of  aU  times  as  models  of  un¬ 
surpassed  beauty,  the  vessels  of  Ancient  Greece,  Rome 
and  Etruria  are  pre-eminently  attractive  by  their  great 
richness  and  purity.  For  the  creations  of  these  classical 
periods  in  Art,  vanished  alas!  long  ago,  are  distinguished 
by  the  greatest  perfection  of  form  as  well  as  truthfulness 
of  expression,  realized  by  the  simplest  means  and  exe¬ 
cuted  in  the  plainest  material.  Indeed  in  the  still  extant 
remains  of  these  epochs,  and  principally  in  antique  ves¬ 
sels  ,  the  ornament  is  usually  very  scantily  distributed, 
and  never  appears  as  mere  outward  show  or  offshoot  of 
caprice,  but  is  closely  associated  with  the  artistic  con¬ 
ception  and  structure  of  the  work,  as  the  necessary  result 
of  its  purpose ,  and  the  natural  outflow  of  an  innate 
aesthetic  sentiment. 

These  forms  must  however  be  nothing  more  than 
motives  for  suggestion  to  the  modern  manufacturer;  for 
here ,  as  in  all  l)ranches  of  art ,  mere  servile  imi¬ 
tation  is  highly  objectionable  and  undignified;  especially 
must  great  caution  he  urgently  insisted  upon,  when  form 
is  to  be  given  to  the  original  conception  in  a  new 
material.  Moreover,  a  great  gap  which  unfortunately  it 
is  now  impossible  to  fill  up  exists  with  regard  to  the 
various  works  of  Antiquity  in  those  branches  of  the  Useful 
Arts  to  which  we  devote  the  present  article.  Thoroughly 
as  we  are  acquainted  with  the  Ceramic  Art  of  the  An¬ 
cients,  perfectly  as  we  are  able  to  pass  in  review  their 
Bronzes,  our  notions  are  just  as  incomplete  and  imper¬ 
fect  of  their  productions  in  precious  metals;  for  they  are 
based  solely  on  a  few  specimens  of  jewellery,  which  chance 
only  may  in  most  cases  have  caused  to  escape  the  van¬ 
dalism  of  greedy  conquerors,  to  whom,  from  their  being 
of  great  intrinsic  value,  they  presented  an  attractive 
booty.  Moreover,  the  classical  period  was  ignorant  of 
many  a  technque,  reserved  for  the  invention  or  at  least 
for  the  more  perfect  development  of  later  times.  Thus 
the  few  antique  models  in  these  branches  of  Art-Industry 
which  have  been  handed  down  to  us,  afford  but  a  scanty 
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help  to  the  modern  jeweller  and  glass-manufacturer  in 
the  exercise  of  their  artistic  taste. 

The  most  flourishing  time  of  the  two  last  mentioned 
Arts  does  not  coincide  however  with  that  of  grand  Hellenic 
Art,  for  it  was  much  later,  i.  e.,  during  the  Cinque-cento 
period,  nay  in  the  seventeenth  century,  that  they  reached 
the  height  of  their  perfection.  Then  only  Italian,  French 
and  German  jewellers  and  Crystal-cutters  were  in  pos¬ 
session  of  those  technical  resources,  with  which  in  hun¬ 
dreds  of  workshops  they  elaborated  with  untiring  zeal 
and  energy,  wmrks  of  the  most  exquisite  finish  Avhich 
characterize  the  highly  artistic  age  of  the  Renaissance. 
Here  we  see  niello,  or  inlaid  enamelwork,  brought  to 
perfection,  and  the  filigree  worked  with  a  dexterous  and 
skilful  hand,  there  the  artist  incrustates  the  metal  with 
the  most  splendid  enamels,  and  precious  stones  contribute 
to  the  decoration,  not  only  of  valuable  metal,  but  also 
of  crystal  vessels.  The  crystal  manufacture,  once  brought 
to  such  high  perfection  in  Classical  Antiquity,  is  resus¬ 
citated  from  the  oblivion  into  which  it  had  sunk  by  the 
rapid  degeneracy  of  Western  Art;  the  use  of  most  magni¬ 
ficent  and  rare  material  is  thereby  necessitated,  and 
crystal  manufacture  reaches  its  zenith. 

From  the  combination  of  such  highly  perfected  pro¬ 
cesses,  new  works  of  most  exquisite  artistic  taste  and 
elegance,  creations  of  great  originality,  make  their  ap¬ 
pearance,  and  the  inexhaustihle  imagination  of  the  crea¬ 
tive  artist  receives  a  new  impulse  which  results  in  pro¬ 
ductions  of  everlasting  value,  the  types  of  which  are 
vainly  sought  in  works  of  anterior  epochs. 

Our  modern  glass  manufacture  can  borrow  number¬ 
less  most  beautiful  profiles  from  those  splendid  vessels  * 
which  owe  their  origin  to  the  sixteenth  or  seventeentli 
centuries;  and  the  charming,  engraved  ornaments  with 
which  they  are  adorned  may  be  directly  transmitted  by 
the  original  manufacturing  process,  or  excellently  imi¬ 
tated  by  etching. 

The  same  is  true  of  metal  mounts  with  which  the 


*  see  illustration  No.  17;  p.  157. 
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Eenaissance  adorns  the  crystals,  and  which  it  arranges 
and  distributes  with  a  skill  and  delicacy  peculiar  to 
itself.  But  they  must  be  used  with  intelligence  and  cau¬ 
tion,  if,  by  marking  the  prominent  features,  they  are  to 
contribute  succesfully  to  a  truly  artistic  effect  of  the 
■whole.  For  in  connection  with  the  aerial  appearance  of 
glass  and  crystal,  the  mounting,  if  overcharged,  must 
appear  clumsy,  and  will  interfere  with  form  and  outline, 
elegance  and  dexterity  in  the  ornamental  treatment  being 
of  first  requirement  in  order  to  secure  success.  The  ves¬ 
sels  of  these  periods  will  therefore  equally  captivate  the 
interest  of  the  jeweller  and  crystal  cutter,  who  besides 
finding  the  most  beautiful  ornament  for  their  suggestion 
and  emulation  may  look  upon  them  as  models  of  great 
finish  of  -workmanship,  the  contemplation  and  study  of 
which  will  animate  them  to  emulate  their  beautifully 
blended  tints  of  gold,  to  imitate  the  harmony  of  color 
and  sparkling  brilliancy  of  the  transparent  enamel,  and 
to  take  as  models  the  elegant  mountings,  which  connect 
in  the  sim])lest  and  most  natural  -vmy  their  several  parts, 
so  that  the  structural  features  form,  as  they  ought  to  do, 
the  ground  work  for  a  truthful  decorative  treatment. 

It  -svas,  as  already  mentioned,  during  the  sixteenth 
and  seventeenth  centuries  that  most  of  these  Avorks  Avere 
produced,  i.  e.,  not  in  the  early,  frequently  not  even  in 
the  high  period  of  the  Renaissance,  although  at  that 
time  the  art  of  the  goldsmith  had  already  reached  a 
great  degree  of  perfection.  Besides  the  imperishable 
Avorks  of  high  Art,  Ave  OAve  to  the  love  for  magnificence 
and  shoAV  Avhich  characterised  the  contemporary  popes, 
cardinals,  and  most  eminent  princes,  a  great  number  of 
the  productions  of  the  art-Avorker,  haAung  mostly  no  other 
object  than  tliat  of  ornament,  in  the  full  extent  of  the 
Avord.  At  ]'oyal  and  princely  nuptials  the  trousseaii  of 
the  Inide  used  ahvays  to  comprise  a  numl)er  of  magni¬ 
ficent  vessels  and  objects  for  tlie  adornment  of  the  table, 
the  reception  of  jcAvels,  ornamental  and  personal  use, 
such  as  the  refinement  and  luxury  of  the  time  required. 

In  the  fourteenth  century  arose  out  of  the  guild  of 
the  Florentine  goldsmiths  the  most  eminent  artists  of  the 
age,  masters  not  only  in  their  OAvn  sphere,  but  first- 
]-ate  i)ainters,  sculptors,  and  architects,  Avho  carried  the 
glorious  fame  of  their  school  all  over  the  artistic  Avorld 
of  their  time.  Unfortunately  not  much  more  than  descrip¬ 
tions  remain  uoav  of  the  creations  of  the  goldsmith’s  art 
of  that  age;  (lliiberti’s  tAvo  magnificently  Avrought  mitres, 
made  for  Po])e  Eugenius  IV,  have  disappeared,  the  Avorks 
of  Pollajuolo  have  shared  the  same  fate,  and  many  pro¬ 
ductions  of  Turrini,  GioAuanni  del  Chiaro,  Fra  Giocondo 
del  d'onchio,  etc.,  may  liaAn  perished  in  a  similar  Avay. 

It  has  already  been  pf)i)ited  out,  and  it  may  further 
also  exjdaiu  Avhy  the  (juattro-cento  shoAvs  so  fcAv  speci¬ 
mens  in  that  l)ranch  of  art,  that  the  most  gifted  gold- 
snnths  Avei’C  also  great  masters  in  other  departments  of 
the  Fine  Arts,  the  characteristic  tendency  of  their  age 
l)eing  ])re-emineidly  directed  toAvai’ds  the  representation 
of  the  human,  and  Avorks  of  High  Art. 

Nevertheless  the  technical  processes  had  then  at¬ 
tained  a  high  degree  of  })erfection.  Finiguerro  Avas  great 


in  niello-work;  Turrini  employed  already  the  enamel  de 
hasse  taille,  so  characteristic  in  this  and  the  following 
period,  for  the  enrichment  of  jewellery.  During  and  after 
the  sixteenth  century,  which  employed  also  second  rate 
masters  in  the  useful  arts,  the  reintroduction  of  crystal¬ 
cutting  and  glyptic,  imported  into  Italy  by  Greek  refugees 
after  the  fall  of  Constantinople,  gave  a  great  impulse  to 
the  production  of  those  magnificent  vessels  which  now 
adorn  our  collections  and  museums.  Favoured  by  the 
requirements  of  wealth  and  luxury,  then  predominant 
and  groAving  more  and  more  general,  their  possession  soon 
became  a  matter  of  fashion. 

A  great  variety  of  materials  Avere  put  into  requi¬ 
sition;  besides  the  highly  valued  rock-crystal  semi-precious 
stones,  such  as  opal,  agate,  sardonyx,  lapis-lazuli,  beryl, 
jasper,  heliotrop,  topaz,  etc.,  Avere  also  much  sought  for. 
They  Avere  frequently  also  employed  in  Avorks  of  art,  such 
as  camoes,  intaglios,  busts  and  relievi,  as  Avell  as  in  the 
productions  of  Art-industry  to  A\diich  we  principally  refer 
here.  The  Avork  of  the  lapidary  Avas  then  often  restricted 
to  give  to  a  vessel  a  graceful  SAveep  of  outline,  and  it 
Avas  the  task  of  the  jeAveller  to  enhance  its  form  by  an 
appropriate  artistic  enrichment. 

Crystal  especially  Avas  Avorked  in  pieces  of  a  dimen¬ 
sion  noAv  scarcely  ever  seen,  and  of  a  transparent  beauty 
and  purity,  rarely  to  be  met  Avith.  The  great  perfection 
Avhich  modern  glass-manufacture  has  recently  attained  is 
the  cause  of  that  diminished  demand  in  the  market  AA’hich 
explains  the  scarcity  of  large  and  valuable  pieces. 

It  Avas  certainly  different  in  the  times  of  Valerio 
Vicentino,  the  most  distinguished  and  renoAA’ned  master 
of  his  art,  Avhose  name  has,  in  some  measure,  become  a 
typical  and  generic  designation  for  this  industrial  branch. 
Valerio  di  Belli  (1546)  for  this  Avas  the  real  name  of 
this  superior  genius,  Avorked  according  to  Vasari  prin¬ 
cipally  vessels  of  state  for  Clement  VII  Avho  endoAA’ed  the 
church  San  Lorenzo  Avith  them,  as  well  as  candlesticks 
for  Pope  Paul  VII,  and  many  other  objects  of  art,  now 
partly  in  the  collection  at  Florence,  partly  dispersed  in 
all  the  museums  of  the  Avorld.  Almost  every  one  of  our 
art  collections  prides  itself  upon  the  possession  of  some 
of  his  AVork ,'  though  much  is  of  doubtful  authenticity,  as 
are  also  many  of  the  gold  mountings  on  his  vessels  AV'hich 
are  ascrilAed  to  the  hand  of  Cellini.  Valerio  embellished 
his  productions  Avith  most  freely  and  beautifully  treated 
Renaissance  ornament,  mythological  figures,  marine-mon¬ 
sters,  etc.,  Avhich  in  the  most  delicate  manner  are  en¬ 
graved  into  the  crystal,  so  as  to  produce  the  effect  of 
an  exquisitely  fine  relief  A\mrk.  Contemporary  artists, 
e.  g.,  Jacopo  da  Trezzo,  GasiAari  and  Girolamo  Misseroni, 
Sarrachi,  and  others,  Avere  actively  engaged  in  this  ar¬ 
tistic  branch,  Avhich  Avas  introduced  into  France  by  Matteo 
de  Nazzaro  Avho  like  many  others  accepted  the  invitation 
of  king  Francis  I. 

The  composition  of  these  magnificent  vessels  of  the  six¬ 
teenth  century,  shoAving  an  exuberant  richness  and  variety 
of  form  and  profile,  is  marked  by  a  greatly  refined  taste 
for  tlie  beautiful.  There  are  countless  variations  betAveen 
the  chaste  simplicity  and  graceful  elegance  of  line  Avhich 
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recall  the  Antique,  and  the  great  boldness  and  effective 
design  of  profile,  reliefed  by  the  metal  mounts  which 
serve  at  the  same  time  to  connect  the  different  pieces 
of  crystal  in  larger  vessels.  Now  we  see  an  egg-shaped 
goblet  on  a  low  foot,  and  provided  with  an  elaborate 
lid  terminating  in  an  enamelled  knob,  now  an  elegant 
tankard,  the  lid  being  entwined  by  a  golden  serpent,  now 
a  vessel  in  form  of  a  pail  or  bucket,  mostly  in  agate, 
encircled  by  simple  ring-mouldings,  and  decorated  with  a 
richly  enamelled  handle;  but  in  all  instances  they  show 
forms  of  beautiful  conception  and  excellent  effect,  created 
by  the  free  and  original  imagination  of  the  artist. 

Not  less  rich  and  tasteful  in  design  are  plates  and 
salvers  which,  either  circular  or  polygonal,  consist  of  one 
or  more  pieces,  again  connected  by  metal  mountings. 
Dishes  of  colossal  dimension  were  cut  out  of  one  piece 
of  rock-crystal,  to  which  the  handle’  only  was  affixed. 
Objects  of  luxury,  and  for  quasi-personal  use  were  also 
made  of  crystal  mounted  in  gold,  e.  g. ,  candlesticks, 
watch-cases,  and  knives  and  forks,  of  which  we  find,  a 
fine  specimen  in  the  treasury  of  the  Teutonic  Order  at 
Vienna.  On  the  crystal  bulbs  of  vases  and  dishes  the 
Art  of  the  lapidary  is  displayed  in  its  highest  form.  Ob¬ 
jects  of  a  more  simple  kind  are  decorated  Avith  flutiugs; 
either  flat  as  in  the  antique  candelabrum  or  vase,  or, 
in  better  conformity  with  the  transparent  and  highly 
refracting  material,  with  deep,  bold,  and  sharp  edged 
channels  such  as  have  been  successfully  employed  in 
modern  glass  manufacture.  Many  a  fine  old  specimen, 
distinguished  by  a  noble  simplicity  and  beauty  of  form, 
might  be  pointed  out  as  an  appropriate  model  for  modern 
reproduction,  which  without  great  cost  and  Avith  but  little 
modification  could  be  manufactured  in  glass. 

The  bulbed  part  of  the  vessel  is  frequently  enriched 
Avith  delicate  ornament  and  figure  subjects.  The  acanthus 
leaves  and  scrolls,  so  characteristic  of  the  Renaissance 
ornament,  form  an  essential  part  in  their  composition, 
and  interlaced  bands,  Avreaths  of  fruit,  floAvers,  and  beads, 
enlivened  with  birds  and  fantastic  animals  are  inter¬ 
spersed;  but  symmetry  is  only  observed  in  the  general 
arrangement,  in  the  main-lines  of  the  design,  a  strict 
repetition  of  the  same  forms  being  incompatible  Avith  the 
Avhole  conception  and  manufacture  of  the  Avork.  In  a 
still  higher  degree  the  decorative  subjects  of  the  animal 


type  display  an  endless  variety  of  forms  and  figures.  The 
representation  of  the  sea  with  its  rolling  waves  is  often 
attempted,  and  the  vivid  fancy  of  the  artist  peoples  it 
with  Dolphins,  Nereids,  Tritons,  Sea-horses,  and  grotesque 
monsters  of  all  sort,  mostly  borrowed  from  the  Antique, 
from  which  also  bacchanalian  types  are  not  unfrequently 
introduced  into  the  relievi. 

In  the  mountings,  handles  and  spouts  of  the  vessels, 
whether  Avorked  in  the  same  material  or  by  the  gold¬ 
smith,  the  tendency,  of  the  art  of  the  epoch  to  which 
the  specimen  belongs  is  most  strikingly  revealed.  For 
the  most  part  highly  fantastic  figures  of  serpents,  rep¬ 
tiles,  dragons,  winged  busts  of  women,  faun’s  heads, 
masks ,  and  other  chimeras ,  bent  and  twisted  into  a 
handle,  or  spitting  out  from  wide-open  jaws  the  con¬ 
tents  of  the  vessel,  recall  strongly  the  contemporary 
bronzes  of  Giovanni  da  Bologna  or  the  mural  pain¬ 
tings  of  Peril!  del  Vaga,  who  evinced  a  peculiar  talent 
by  interspersing  their  ornamental  compositions  Avith  gro¬ 
tesque  monsters  and  chimeras.  The  Antique  gave  the 
impulse  to  a  fervid  development  of  the  types  of  this 
fabulous  Avorld;  for  struck  Avith  its  exuberance  of  life 
and  forms,  Raphael,  immediatly  after  the  then  neAvly 
excavated  remains  of  the  Roman  baths,  received  tliem 
into  the  sphere  of  his  oavii  conception.  His  contempo¬ 
raries  and  disciples  folloAved  his  example,  adorning  Avails, 
pilasters  and  friezes  with  their  fantastic  decorations,  thus 
imparting  a  neAV  life  and  spirit  to  their  ornament.  The 
Grotesque  reaches  the  highest  form  of  expression  in  a 
peculiar  sort  of  vessels,  Avhich  may  have  OAved  their 
origin  to  the  extravagancies  and  vagaries  of  artists  Avho 
prided  themselves  on  conquering  great  technical  diffi¬ 
culties.  These  are  animal  types,  principally  birds,  e.  g., 
herons,  cocks  etc.,  the  hollow  bodies  of  Avhich  in  cut 
crystal  represent  drinking  cups  Avhich  Avere  often  en¬ 
riched  with  gold,  precious  stones  and  pearls.  None  of 
the  old  art-inventories  are  Avithout  specimens  of  such 
animal  types,  and  all  our  modern  collections  have  some 
to  shoAV,  especially  as  they  soon  became  the  object  of 
a  vastly  productive  imitative  branch  of  modern  industry 
which  keeps  a  large  stock  of  such  curiosities  for  art- 
amateurs. 

(To  be  continued.) 


No.  2. 


No.  1.  fJrajco-Iluman  Style;  Antellx  in  terra-cotta,  ornamented  with  a  tragic  mask  (see  Part  7,  p.  100). 
No.  2.  Roman  Style;  Corner  of  Cyma,  crowning  the  entablature  of  the  temple  of  Jupiter,  Rome. 
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No.  3.  No.  4. 


No.  5. 


Nos.  3  and  4.  Italian  Renaissance;  Panel  Ornament  of  the  sixteenth  centm’y. 
No.  5.  Modern  Panel  Ornament. 
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No.  6. 


No^7. 


™,1  ,vl„lc  „Hh  yellow  bands,  is  all  edged  or  ontlmed  wrih  black. 

X„,  H,  Painted  dV.ll-borden,  for  ,„tc„or  decorat, on.  This  pattern.  d»igned  in  MUtion 

ised  lotus,  painted  red,  tbe  ..ddle  buff  ,.tb  white  dots,  the 

1,„1.  Powers  are  ,Ls  ;i..te  on  llgbU.rown  ground  edged  with  darkgre,  Ikes. 
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Detail  of  Panels,  occupying  the  spaces  between  the  groups  of  figures  of  the  attic  story  of  the  New  Opera  House,  Paris.  The  centre-medallion  in  green  Swedish  marble  bears  the 

gilded  letter  N  in  relief,  (see  Part  3,  p.  48).  —  M.  Ch.  Gamier,  .4rcht. 
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No.  10. 


No  10.  [Caq)ot  in  Morcsriuc  Style;  the  principal  color  of  the  design  is  maroon,  edged  with  yellow  and  black,  the  blue  and  red  ground 
being  represented  in  our  drawing  respectively  by  vertical  and  horizontal  shading. 
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No.  11. 

No.  11.  Design  of  Ceiling  for  a  Staircase.  For  full-size  details  see  Supplement,  Nos.  1 — 3. 
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Nos.  12  aud  13.  Carved  Oak  Furniture,  with  velvet  covering. 
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in  stained  Pear,  with  bronze  ornaments,  and  crimson  damask  covering,  (see  Part  9.  N 


N'j.  I'l.  liidi  I’icr-glass  FrarMO,  sunnountiiig  tlio  manla;l-|)iecc  of  a  Saloon;  the  gilding  is  yellow  for  the  framing  ornaments,  green  for 

leaves  and  steins,  and  white  for  buds  and  flowers.  —  M.  Benard ,  Archt.  Paris. 
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No.  17.  No.  18. 

No.  16.  Renaissance  Goblet;  Sixteenth  century  work  from  the  Germanic  Museum,  Nuremberg. 

No.  17.  Crystal  Drinking-cup;  Sixteenth  century  work  from  the  collection  of  the  Prince  of  Hohenzollern-Sigmaringen. 

No.  18.  Renaissance  Ewer  in  Copper;  from  the  same  collection. 
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Xo3.  19—21. 


Glazed  Eartheii-waro  Stove,  the  lower  portion  with  open  fire  place;  front  and  side  elevation  and  plan. 


For  details  see  Nos.  G — 10  of  Supplement. 
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upper  part  of  house-door;  2  met.  in  clear;  from  the  Palace  of  Archduke  Louis  Victor,  Vienna. 
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Xo.  23. 


No.  24. 

Nos.  23  and  24.  Leather  Case;  embossed  work  (A.  D.  1518);  from  the  Germaiiic^Iuseum,  Nuremberg. 
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For  cleaning  Brass. 

Articles  of  brass,  very  much  stained  and  covered  with  ver¬ 
digris,  are  thoroughly  cleaned  by  brushing  them  over  withAn  mix¬ 
ture  of  1  oz.  of  muriatic  acid  and  half  a  bottle  of  waterC-  They 
are  then  cleaned  with  a  brush,  dried  with  a  piece  of  linen,  and 
polished  with  fine  washleather*  and  prepared  hartshorn. 


The  Foundation  of  the  Old  Louvre. 

The  municipal  government  of  Paris  caused  a  very  careful 
examination  to  be  made  last  year  of  the  remains  of  the  old  Louvre, 
the  fortified  castle  of  Philip  Augustus,  which  lie  beneath  the  en¬ 
closed  court  or  srjuare  of  what  is  now  called  the  Old  Louvre,  and 
it  was  found  that  the  ideas  resjjectiug  this  ancient  edifice  were 
very  erroneous. 

The  base  of  the  Donjiin-tower  which  figures  conspicuously  in 
history,  was  found  intact,  and  only  a  few  feet  beneath  the  present 
surface  of  the  ground.  An  admiral)le  metliod  has  been  adopted, 
of  recording  the  form  of  the  ancient  fortress;  tlie  entire  ground- 
jilan  lias  been  laid  in  black  and  white  asjihaltc,  except  where  the 
obi  building  lies  beneath  the  pavement  of  the  present  court,  in 
which  case  granite  has  been  used  to  rejirescnt  the  foundation  of 
the  old  building,  'i'here  is  an  immense  advantage  in  thus  bringing 
so  interesting  a  remnant  of  a  byegone  age  bodily ,  as  it  were, 
under  the  eye  of  the  public.  Engravings  would,  of  course,  per¬ 
petuate  the  lines  for  all  those  who  sought  for  information  respec¬ 


ting  them,  but  the  method  adopted  will  arrest  the  attention  of 
many  and  lead  to  inquiry. 
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Paint  for  Stoves. 

Black  lead  is  a  great  institution  in  this  country,  and  probably 
few  but  cooks  and  housemaids  would  care  to  see  its  use  dimi¬ 
nished.  It  certainly  has  its  recommendations,  but  it  can  hardly 
be  said  to  be  ornamental,  while  it  entails  an  immense  amount  of 
labour  on  our  servants.  In  Germany,  where  a  stove  is  continually 
to  be  found  in  the  common  sitting-room  of  a  respectable  family, 
the  unsightliness  seems  to  have  been  felt,  and  a  suggestion  has 
been  made  to  do  away  with  the  black  lead ,  and  paint  the  stoves 
and  ovens.  Oil  paint,  of  course,  cannot  be  employed,  but  water- 
glass  (silicate  of  potash)  colored  with  pigment  to  match  the  paint 
of  the  appartment  is  the  material  recommended.  Before  this  is 
applied  the  iron  must  be  thoroughly  cleansed  from  grease,  and 
all  spots  must  be  rubbed  off  with  a  scratch  brush.  Two  or  three 
coats  of  tile  paint  may  then  be  put  off  and  allowed  to  dry,  after 
which  the  fire  may  be  lighted  without  fear  of  injury  to  the  color, 
which  may,  indeed,  be  heated  to  redness.  Grease  or  milk  spilt 
over  the  paint  has  no  effect  upon  it,  and  it  may  be  kept  clean 
by  washing  with  soap  and  water.  Dutch  ovens  and  like  utensils 
may  also  lie  coated  with  the  same  materials,  and  the  labour 
spent  in  polishing  be  saved.  A  good  coating  of  the  paint ,  the 
author  says,  will  last  a  year  or  two.  Scientific  American. 


Prof.  W.Baumer  ,  I.Schnorr  ahd  Others. 
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Crystal  Manufacture  and  Jewellery.* 


lese  creations  are  certainly  on  tlie  very  verge  of 
legitimate  licence  and  good  taste  in  Art;  still  the  display 
of  a  highly  accomplished  Avorkmanship  atones,  to  a  cer¬ 
tain  degree,  for  the  deficiency  in  a  purely  lesthetic  point 
of  vieAv,  and  the  non-conformity  of  purpose.  For  Avith 
an  admirable  precision  and  finish,  eveiy  feather,  and  the 
most  minute  details,  are  cut  out  of  the  hard  material,  and 
Avrought  Avith  handsome  gold  mountings.  This  incon¬ 
gruity  in  form  and  purpose  may  jiartly  at  least  be  ac¬ 
counted  for  by  its  having  a  jirecedent  in  the  Antique, 
Avhere  heads  of  animals,  etc.,  Avere  also  used  for  drinking 
vessels ;  hut  the  fact  that  only  very  fcAV  specimens  of 
this  kind  are  preserved  entire  in  our  modern  art-col- 
lections,  the  Avings  especially  Avhich  Avere  affixed  to  the 
lid  being  generally  broken  off,  shoAvs  Iioav  very  in¬ 
judicious  in  conception  and  inappropriate  for  use  these 
productions  Avere. 

Still  more  objectionable  than  these  are  certainly 
representations  of  other  animal  types,  such  as  elephants, 
etc.,  carrying  an  enamelled  toAver  on  their  hacks,  used 
for  inkstands,  or  other  fancy-articles,  e.  g.,  ships  in  full 
sailing  tackle,  made  out  of  the  same  refractory  material. 
The  brothers  Sarrachi  are  pointed  out  by  their  con¬ 
temporaries  as  particularly  skilled  in  the  manufacture 
of  such  extraAmgances.  They  give  a  significant  hint 
of  the  erroneous  tendency  to  Avhich  this  branch  of  art 
is  inclined,  and  Iioav,  in  its  doAviiAvard  course,  it  may 
degenerate  into  mannerism  and  vagary.  Witness  the 
subsequent  period,  in  Avhich  the  principles  of  true  Art 
Avere  forsaken,  and  all  fitness  and  lieauty  of  form  sacri¬ 
ficed  to  odd  fancy  and  arbitrary  caprice,  then  at  the 
height  of  fashion.  They  mark  the  decline  of  crystal- 
manufacture  of  that  age,  soon  also  to  he  folloAved  by  that 
of  the  Fine  Arts  in  Italy. 


*  See  p.  14.5  ante. 
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Nevertheless,  Avith  the  Uffizi  Gallery  and  the  Pitti 
Palace  at  Florence,  this  country  is  in  possession  of  the 
most  remarkable  and  beautiful  collections  of  crystals  (e.  g., 
Valerio’s  celelu'ated  casket  of  Pope  Cdement  YU,  etc.); 
Avhile  also  France,  England,  Germany,  and  Austria  have, 
in  their  art-collections,  stored  uj)  immense  numbers  of 
rich  treasures  of  this  kind.  Besides  Francis  I,  already 
mentioned  as  having  given  the  impulse  for  the  intro¬ 
duction  of  this  manufacture,  it  Avas  especially  Podolph  II, 
the  highly  refined,  artistic  prince  of  the  house  of  Hahs- 
hurg  Avho,  by  his  invitation  of  Italian  goldsmiths  and 
lapidaries  to  his  court  at  Prague,  founded  a  school  for 
the  exercise  of  these  arts  in  Bohemia. 

It  is  a  remarkalile  incident  in  the  realm  of  Art,  that 
the  Useful  Arts,  more  than  others,  hold  their  ground 
against  degeneracy,  producing,  long  after  the  decline  of 
high  Art,  Architecture,  and  Sculpture,  Avorks  of  the  former 
purer  stamp.  Indeed  a  certain  dogged  perseverance  is 
innate  to  the  more  inert  and  sober  trade,  and  it  requires 
some  effort  to  induce  it  to  leave  the  Avell-used  path  for 
a  ueAv  track.  Its  good  old  Avays  and  customs  are  a  pro¬ 
tection  against  a  ra})id  depravation  of  taste,  and  by  the 
mediation  of  the  Useful  Arts  the  transition  of  styles  be¬ 
comes  less  abrupt;  for  they  furnish,  Avhile  other  Arts  are 
already  launched  in  a  ncAv  direction,  excellent  and  even 
su])erior  Avorks  in  the  old  style.  ' 

Indeed  in  this  comparatiA^ely  later  period  (1576—1012) 
innumerable  Avorks  of  great  perfection  Avere  })roduced  Avhich 
may  rank  in  beauty  of  conqiosition  and  finish  of  Avork¬ 
manship  Avith  those  of  the  earlier  Italian  masters.  If 
Avorks  of  Italian  origin  are  often  superior  to  others,  the 
reason  must  l)e  sought  iu  the  circumstance  that  Italian 
Renaissance  in  general  shoAvs  all  the  fascinating  charm 
and  unblemished  purity  of  an  original  style. 

To  the  collecting  mania  of  Rodolph  II  Austria  OAves  her 
great  profusion  in  such  Avorks  of  Art,  displayed  especially 
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in  the  Vienna  SchatzTaxmmer  and  Antil'cncahinet,  altliough 
many  of  the  most  remarkahle  specimens  have  found  their 
■way  into  otlier  countries.  Not  less  ricli  is  also  the  Am- 
hraser  Gallerij,  founded  hy  Archduke  Ferdinand  (ol).  1595), 
amongst  the  treasures  of  Avhich  must  Ije  mentioned  a 
drinking  cup,  18  in.  high,  which  surpasses  in  magnifi¬ 
cence  and  costliness  erverything  else  of  the  kind.  Made 
for  Duke  Charles  V  of  Burgundy  it  is  also  of  great  in¬ 
terest  on  account  of  its  comparatively  very  early  date. 
The  principal  feature  of  its  ornamentation  consists  in  the 
monogram  of  two  C  facing  each  other.  Other  splendid 
pieces  of  this  collection  are  a  tazza,  Avith  satyrs  arranged 
into  handles,  and  a  decanter  AA’ith  enamelled  neck  A\fith 
the  eml)lems  of  the  zodiac  engi'aved  upon  it.  Of  these  and 
many  more  o1)jects  of  inestimahle  value  the  rather  scanty 
slioAv  in  tlie  histoirc  (Ik  fravail  of  last  year’s  Paris  ex- 
hifiition  could  gu'e  l)ut  a  very  incomplete  idea.  * 

Most  of  these  productions  are  of  Prague  Avorkman- 
ship :  still  Nuremherg  and  Augshurg,  for  a  long  time  the 
centres  of  Oerman  Industrial  Art  Avere  hoth  highly  renoAV- 
ned  for  their  goldsmiths  and  crystal  manufacturers.  IIoAve- 
ver  considerahle  in  numher  and  skilled  in  their  art,  the 
names  of  the  artists  are  noAv  unknf)Avn  and  forgotten;  very 
seldom  oidy,  hy  some  good  fortune,  some  one  or  other 
is  still  preserved;  thus,  a  very  large  vessel,  seventeenth 
century  A\ork.  of  the  ATenna  collection,  hears  the  name 
of  the  Italian  Tortori. 

Still  handsome  Avorks  Avere  furnished  duihig  the 
seventeenth  and  cigliteenth  centuries  up  to  Avhicli  time 
Ave  can  folloAV  the  development  of  this  art.  But  glass- 
manufacture,  AA’hich  in  Bohemia  especially  Avas  extensively 
cultivated,  could  not  hut  su})plant  crystalcutting;  not 
hoAvever  Avithout  im])arting  a  nCAV  character  to  the  for- 
mei-;  for  in  o])])osition  to  the  A^eiietian  glass-Avork,  Avhere 
form  and  finish  are  due  to  the  aid  and  skill  of  the 
glass-liloAver,  the  Bohemian  process  realized  these  liy  the 
gihiding  and  cutting  of  the  glass,  thus  laying  tlu'  foun¬ 
dation  of  the  school  of  Bohemian  glasscutters,  Avhich  is 
not  entirely  extinct  even  noAv. 

The  Internafional  Exhibitions  have  given  the  im- 
])ulsc  to  very  laudable  effoi’ts  for  draAving  forth  treasures 
of  crystal-manufacture  stored  uji  liithcrto  in  museums, 
and  foi'  making  use  of  them  in  modern  glass-manufacture. 
Fnglaiid  l•>|)ecially ,  guided  hy  solid  studies  of  the  An- 
ti(|uc  and  PcnaisNnuce,  has  made  astonishing  progress  in 
this  art. 

Nevertheless  ruie  great,  fundamental  error,  frequently 
apjiarent  in  I'eceiit  pi'oductions,  must  lie  ])ointed  out,  Avhich, 
while  mastering  the  technical  difficulties,  sets  aside  the 
natui'e  and  typical  charactei'  of  f he  material,  and  offends 
jiarticularly  hy  the  disjilay  of  color  and  gilding,  and  hy 
the  eiiiployineid  of  ojiaqiie  glass.  'I'hose  iiiasterworks  of 
the  Peiiaissance,  the  crystal  vessels  of  the  sixteenth  and 
eventeeidh  centuries,  afford  a,  licli  iiroliision  of  sinqile 

'the  .tuslriaii  Musniiin  lor  Art,  and  Industry  lias  ])ulilislicd 
otne,  magnificent  sjiccirnons  liy  way  of  ]itiotogra]iliy.  A  ricli  scrips 
of  very  accurate  designs  of  tlic  inost  rcinarkalilo  crystals  lias  liocn 
jircparcd  during  the  last  -few  years  liy  tlio  same  institute  for  another 
intended  jiuhlication. 


and  beautiful  motives,  hy  an  earnest  study  of  Avhich  the 
regeneration  and  improvement  of  this  art,  of  absolute 
necessity  if  truth  and  perfection  in  a  technical  as  well 
as  purely  artistic  ])oint  of  AueAv  are  to  he  attained,  can 
ultimately  he  accomplished. 

II. 

These  beautiful  crystal  vessels,  just  recommended  as 
models  for  glass-manufacture  and  pottery,  are  not  less 
interesting  to  the  goldsmith.  Independant  of  their  im- 
poi’tance  as  subjects  for  direct  imitation  or  better  sug¬ 
gestion,  he  finds  in  their  decoration  and  mounting  the 
a})plication  of  the  manifold  processes  of  enamelling,  pre¬ 
cious  stones,  gilding  of  different  hues,  excellent  com- 
liinations  of  mat  and  high  polish ,  and  sees  all  the  ele¬ 
ments  and  decorative  features  of  his  Art  represented 
Avhich  ])lay  so  prominent  a  part  in  modern  jeAvellery. 

The  necessity  of  improvement  is  very  obvious  in  this 
hi-anch  of  the  goldsmitli’s  art;  for  noAvhere  do  Ave  meet 
so  much  Avhich  encroaches  on  the  dictates  of  common 
sense  and  true  art  as  here ,  Avhere  ignorance  of  the 
standard  iirincijiles  of  style  is  associated  Avith  a  melan¬ 
choly  poverty  of  invention.  IIoav  vastly  different  is  the 
tendency  of  modern  taste  from  that  predominant  during 
the  age  of  pure  Renaissance!  Like  the  uncivilized,  aa’c 
have  rejoiced  until  lately,  nay  Ave  do  so  even  noAV,  at  the 
sight  of  solid  masses  of  brilliant  gold,  hoAvever  clumsy 
in  form,  in  A\diich  generally  some  pearls  or  precious 
stones  are  set  Avithout  regard  to  arrangement  and  ele¬ 
gance  of  form.  The  treacherous  hrilliancy  of  the  gold, 
so  dangerous  to  true  beauty  of  form,  is  applied  Avith  a 
lavish  hand,  instead  of  lieing  blended  or  deadened,  and 
seeking  the  effect  more  in  contrast  than  in  its  high 
liolish.  Hardly  any  attem})t  is  made  to  impart  to  the 
oliject  the  stamp  of  Art,  hy  enamel,  niello,  or  engraving. 
The  last  great  exhibition  furnished  indeed  some  successful 
attem])ts  to  introduce  enamel  Avork,  and  although  the 
mode  of  execution  and  application  is  not  all  that  can 
he  desired,  Ave  may  hail  this  progress  Avith  great  satis¬ 
faction. 

Besides  the  colored  enamel,  tAVO  other  varieties  of 
the  same  may  he  discerned  to  have  found  their  Avay  into 
modern  jeAvellery.  The  one  is  suggested  hy  Eastern  Art, 
and  is,  in  its  nature  and  origin,  the  type  of  surface-deco- 
ration.  It  is  either  champleve  or  cloisonne,  shoAving  a 
variety  of  ffoi'al  ornament  Avhich,  bordered  hy  delicate 
gold-lines,  and  the  magnificent  display  of  colors  peculiar 
to  them,  jiroduces  the  most  fascinating  effect.  English 
and  French  bronze  manufacturers  and  jeAvellers  already 
ajAply  Eastern  enamel  Avith  great  success,  although  subject 
to  the  blame  of  being  far  too  unscrupulous  in  distin¬ 
guishing  the  different  periods  of  style,  and  too  forgetful 
of  the  necessary  harmony  hetAveen  the  decoration  of  the 
vessel,  and  its  form. 

'I'lie  chief  reason  of  this  is  to  lie  sought  in  the  fact, 
that  Eastern  Art  furnishes  far  too  feAV  ornamental  motives 
for  the  plastic  features  of  the  vessel,  such  as  handles, 
spouts  etc.,  in  Avhich  it  is  far  behind  other  styles. 
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The  other  chief  variety  of  enamel-work,  based  on 
Italian  Eenaissance  on  account  of  its  great  advantage  of 
commanding  an  exuberant  richness  of  the  pictorial  and 
plastic  elements,  is  restricted  in  so  far  as  its  delicate 
creations  require  the  execution  in  precious  metals,  in 
order  to  do  justice  to  the  full  extent  of  its  beauty.  It 
is  acknowledged  that  the  email  en  hasse  faille  or  trans¬ 
parent  embossed  enamel,  highly  flourishing  during  the  six¬ 
teenth  and  seventeenth  centuries,  lent  great  artistic  value 
to  all  goldsmith  work  of  that  time,  and  led  altogether  to 
the  most  remarkal)le  productions  in  this  Art.  The  origin 
of  transparent  enamel  must  l)e  sought  in  Italy,  and  ac¬ 
cording  to  Vasari’s  opinion,  almost  universally  admitted, 
the  Silver  Altar  in  Arezzo  by  Niccola  and  Giovanni  Pisano 
is  supposed  to  l)e  the  first  important  creation  in  this 
style.  Florence  was  soon  the  most  renowned  seat  of  gold- 
smithery,  the  records  of  wliicli  l)egin  Avith  the  names  of 
such  artists  as  Michael  Angelo  di  Viviano,  Cesarino  Posetti, 
Francesco  Salimbene,  etc.,  and  Avhicli  finds  its  apogee 
with  Cellini,  and  the  Milanese  Caradosso. 

The  mannfactnre  of  email  en  hasse  faille  consists 
principally  in  a  thin  coating  of  tinely  moulded  relief-Avork 
AAuth  vitreous  colors;  both  Vasari  and  Cellini  have  trans¬ 
mitted  the  description  of  this  process  to  us,  the  latter 
not  Avithont  urgent  demand  for  the  eiiq)loyment  of  the 
graver  to  the  exclusion  of  the  puncheon  or  hammer.  The 
most  brilliant  scale  of  tints,  especially  deep  blue,  green 
and  broAvn  is  at  the  disposition  of  the  artist,  and  being 
transparent  on  silverground,  they  shoAV  the  most  fiery 
brilliancy.  Red  demands  indeed  a  layer  of  gold  if  it  is  to 
produce  that  gorgeous  effect  Avhich  Cellini  requires  of  his 
smalfo  roggio.  The  splendonr  of  this  color,  the  chief  ele¬ 
ment  of  Avhich  is  chloride  of  gold,  surpasses  everything  in 
beauty,  for  Avhich  j-eason  it  Avas  used  pre-eminently  for 
enamel  ornamentation  in  the  Renaissance  period,  to  Avhich 
it  OAves  its  invention.  Antiquity  not  being  acquainted  Avith 
its  preparation.  We  find  light  cobalt-blue,  Avliite,  yelloAv- 
green,  a  rather  dull  violet  and  black  amongst  opaque 
colors  most  frequently  used.  In  good  productions  the 
very  necessary  precaution,  to  coaf  only  small  surfaces, 
zones  or  lines,  is  especially  observed  Avhen  translucid 
vitreous  enamel  is  simultaneously  employed. 


The  share  of  Avork  allotted  to  the  goldsmith  and 
enameller  in  the  manufacture  of  these  crystal  vessels, 
consists  in  mounting  and  connecting  the  several  pieces, 
but  especially  in  the  ornamentation  of  spont,  handle,  and 
foot.  Almost  ahvays  the  horizontal  moiddings  and  bands 
are  decorated  Avitb  opaque  enamel,  noAv  bead-rolls  in  gold 
and  blue,  noAV  screAV-like  enrichments  in  gold  on  Avhite, 
or  in  large  dimensions  black  on  gold,  being  em])loyed. 

The  borders  on  the  circular  or  elliptical  fofit  of  some 
cups  or  tazzffi  shoAv  only  translucid  vitreous  enamel  of  high 
brilliancy  of  color,  designed  Avitb  great  artistic  taste; 
thus  Ave  see  Idack  scroll-Avoi'k  Avith  splendid  buds  and 
floAvers,  inters})ersed  Avitb  exf)tic  bii'ds,  butterflies,  or  all 
sorts  of  animal  types,  e.  g.,  grass-hoppers.  Hies  and  snails. 
The  brilliant  colors  in  Avhich  these  fantastic  conq)Ositions 
are  executed  cover,  gracefully  variegated,  the  bfalies  of 
the  animals,  Avhich  are  generally  gi'een,  and  the  ground- 
color  slightly  hatclied  or  scored,  producing  the  effect  of 
delicate  shading  or  modelling,  Avhile  the  Avings,  varying 
in  blue  and  red  color,  are  edged  and  separated  by  veiy 
thin  gold  lines,  and  the  beaks  and  chiAvs  remain  black. 
Rntterflies  receiAm  b’eqnently  a  deep,  magnificent  yelloAv. 
l)eautifully  contrasting  Avitb  the  dead  gold  tint.  Wliere 
there  are  great  flat  surfaces  to  be  decorated,  the  doAving 
scroll-Avork  is  often  distributed  all  over  tbe  space,  ftr 
doAvers,  mostly  pinks,  are  playfully  scattered  u])on  it. 
Rut  a  certain  regularity  is  still  observed,  as  in  the  lid  of 
a  cuq)  of  the  Florentine  collection,  Avbicli  ranks  amongst 
the  best  specimens  of  tbe  kind.  There  even  tbe  smallest 
s])ace,  e.  g. ,  the  small  I’ound  plates  on  the  inside  of  the 
lid  and  foot  of  the  vessel,  serving  for  the  dxture  of  the 
connecting  scrcAV,  are  enriched  so  charmingly  in  com¬ 
position  and  Avoi’kmanship,  that  they  might  directly  serA’e 
as  motives  for  brooches. 

Other  decorative  features  are  festoons,  Avreaths  of 
fruit,  and  drapery,  such  as  the  grotesque  taste  used  to 
indulge  in.  To  the  latter  liOAvever  must  be  often  ascribed 
nncomely  and  inappi'opriate  elements  such  as  volutes 
tAvisted  into  a  right  angle,  Avrought  into  highly  con¬ 
ventional  vegetalde  ornament. 

(The  conclusion  in  our  next.) 


Specimens  of  Ornamentation 


No.  1. 


No.  2. 


\os.  ]  :ni(l  2.  (irci;k  stylo.  Ornaiin’iils  in  'JVrra-cotta ;  No.  1  Upi'iglit  Tiles,  surmounting  cornice  or  eaves; 

No.  2  Ilonoy-suckle  liorder. 
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No.  3. 


No.  4. 


No.  5. 


Nos.  4  and  5.  Early  Gothic. 


No.  3.  Roman  Style.  —  Eagle  in  marble. 

Carved  flowers,  from  principal  entrance  of  Seez  Cathedral  (^Ornej ;  13'*'  century. 
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No  G 


No.  7. 


No.  G.  I'ourl.oi'iitli  (.'loitury  (Jolliic.  —  l)otail  ol'  striiifrcour.se  in  the  Oratory  of  Louis  XI,  Sainte  Cliapelle,  Paris. 
No.  7.  Hack  ot  Gasbrackets,  in  tlio  passage  of  tlio  New  Opera  House,  Paris.  —  M.  Cli.  Gamier,  Arclit. 
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No.  10. 


No.  11. 


Nos.  8 — 11.  Small  Pillar  Caps,  under  springing-  of  arch;  No.  9,  in  imitation  of  the  Rhenish  type  of  Romanesque  capitals. 
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Xijs.  12  ami  115.  (loilinK  and  Wall  llocoratioii ,  with  door-di'essing.s  and  hangings.  —  M.  P.  Benard,  Arclit.  Paris. 


169 


No.  14. 


K3tt3>Qtt33t 


Nos.  14  and  15.  Design  of  Book-cover.  Back  and  Cover,  Both  simply  treated,  show  mat  Bead-rolls,  the  Border  in  gold-relief,  the 

inner  framework  embossed,  the  centre  guillocJie.  Mr.  J.  Schnorr,  Stuttgart. 
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Nus.  1!)  and  20.  IJoilsttiad.  (l<'or  descriptive  notice  see  p  170.') 
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Nos.  21  and  22.  'iViangular  Side-board  in  polished  oak,  astragals,  cliamfers,  and  oi’uaments,  stained  black.  —  For  details  see  No.  4 

of  Supplement. 


I 
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No.  23. 


Pol'tfolio-stand  for  drawings  and  engravings. 
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No.  24. 


No.  25. 


No.  24.  Wi'(  HI  gilt-iron  rirille  lor  nppoi'  part  of  a  liousc-door  in  Prague.  Seventeenth  century. 

No.  25.  Cast-iron  Balustrade  of  the  lunv  Bailway-hridgo  Mannheiin-Ludwigshafen.  Mr.  Richard,  Archt. 
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No.  26.  Modern  Vase. 

Nos.  27 — 3.5.  Modern  Jewellery;  three  brooches  and  four  ear-pendants  with  pearls,  precious  stones,  and  enamels;  manufactured  by 

Mr.  6.  Ehui,  Stuttgart,  for  export  into  llavannah  and  Mexico. 
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Va  R  I  O  U  S. 


The  Holy  Sepulchre. 

Tlie  works  for  the  reconstruction  of  the  cupola  of  the  Holy 
Sc'pulclire,  which  have  been  carried  on  with  extreme  rapidity,  ap¬ 
pear  to  he  approaching  their  termination.  At  the  end  of  last,  year 
the  iron  riljs  were  completed,  and  the  lantern  placed  on  the  sum- 
nut.  An  idea  could  tlien  be  formed  of  tlie  elegant  proportions  of 
tlie  new  dome.  The  previous  edifice,  lieing  too  flat,  had  a  lieavy 
apjieai-ance.  'J'he  present  cupola,  Ijeing  about  G  ft.  higher,  and 
surmounted  with  a  cross,  I'ises  more  conspicuously  above  the  sur¬ 
rounding  buildings. 


The  Kiuescope,  a  New  Photographical  Bijou. 

.M.  -M.  Langlois  and  Angiers  of  No.  l4,  Hue  de  Castiglione, 
I’aris,  have  constructed  a  clover  little  apparatus,  to  which  they 
have  given  the  name  (jf  Kinescope,  showing  objects  in  relief  and 
in  motion.  'J'o  show  tluuu  in  relief  does  not  require  couples  of 
ilissyTiimet  ric  photograi)hs ,  as  those  used  in  this  apparatus  are 
microscopic,  and  each  of  the  jfliotographs  is  separately  sliown  in 
relief,  'J'he  movement  consists  oidy  of  two  different  positions  of 
the  subject,  the  first  and  the,  last,  without  i)assing  through  the 
intermediate  ])Ositions,  so  tliat  two  images  only  are  necessary.  The 
appai-atus,  thus  amti/ingly  sitrqililied,  is  contained  in  a  small  oval 
locket,  the.  greatest  length  being  about  ’/sin.,  and  the  two  photo- 
miciY)sco))ic  cyliiidcrs  are  phictal  in  the  ccnli'c  of  tind  ]>erpcndicular 
to  the.  face,  of  the  br(do(|uo.  'J'hey  represent  the  same  object  in 
two  ]iositions,  a!id  the  effect  of  (4iange  of  position  is  obftiined  by 
a  vei*y  sini|>le  mechtinism.  'I  lie  two  ]>hotoniicroscopic  cylindeis  aie 
jihiced  in  a  \a*rtical  g'tide,  surrounded  fiy  an  india-rubber  mem- 
bi'ane.  on  which  rests  a  vertical  jiin,  terminated  by  a  small  button 


on  the  top  of  the  locket.  For  instance,  in  the  locket  we  examined, 
on  looking  through  the  central  aperture,  the  normal  state  of  the 
apparatus  shows  a  little  child  holding  in  its  outstretched  hand  an 
india-rubber  liall .  which  he  contemplates  with  evident  pleasure, 
the  head  being  lient  towards  it. 

But,  if  the  liutton  be  pressed  down  with  the  finger,  the  force 
exerted  on  tlie  caoutchouc  changes  the  relative  position  of  the  cylin¬ 
ders,  and  the  first  image  disappearing,  the  second  image  is  brought 
to  view,  showing  the  liall  thrown  up  into  the  air,  while  the  head 
is  thrown  back  to  watch  the  movement  of  the  projectile.  If  the 
motion  of  the  finger  be  rapid  enough,  the  images  succeed  each  other 
instantaneously;  and,  owing  to  the  persistance  of  images  on  the 
retina,  tlie  illusion  of  the  child  tossing  up  the  ball  is  perfect, 
'riius,  by  this  very  ingenious  idea  can  be  produced  the  effect  of  a 
distant  or  departed  friend  ajipearing  full  of  life, 
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Electro-Iron  Deposits. 

'The  Scientific  Be  view  discusses  at  considerable  length  the  new 
scheme  of  producing,  or  rather  depositing,  iron  by  electricity, 
which  has  occupied  the  attention  of  French  and  German  experimen¬ 
ters  for  several  months. 

'riiere  is  a  great  desire  to  keep  it  a  secret ;  but  the  process 
is  supposed  to  be  analogous  to  the  electrotype.  The  iron  so  pro¬ 
duced  is  not  nitrogenous,  but  pure.  It  will  withstand  the  action 
of  hydrochloric  acid  or  sulphuric  acid  in  the  cold,  and  will,  there¬ 
fore,  not  rust  in  the  open  air.  It  is  of  a  clear  grey  color,  and 
takes  a  fine  polish.  AVith  a  weak  current  of  a  single  Daniell  cell, 
iron  two  millimetres  thick  is  easily  deposited  in  a  fortnight. 


Prof.W.Baumer,  I.Schnorr  AMD  Others. 
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Crystal  Manufacture  and  Jewellery.* 


1  he  representation  of  figure  subjects  in  flat  treat¬ 
ment  was  not  attempted,  which  may  he  accounted  for 
hy  the  difficulty  of  their  execution;  hut  })lastic  figures 
very  often  contributed  to  the  decoration,  thus  giving 
rise  to  a  new  style  of  enamel-work,  i.  e. ,  that  en  ronde 
hosse,  in  which  opaque  and  translucid  enamels  were 
both  used,  the  latter  being,  during  the  good  period, 
the  more  prominent  part  of  the  composition.  To  at¬ 
tempt  an  exact  rendering  of  nature  has  always  proved 
a  dangerous  undertaking  in  the  ]-eahn  of  Art ;  and  it 
is  characteristic  that  in  the  earlier  and  purer  periods 
only  conventional  coloring  was  used.  So  also  in  this 
branch  of  art;  for  witli  a  clear  perception  of  the  diffi¬ 
culty  of  rendering  the  delicate  modelling  of  the  body 
in  enamelwork,  the  nude  parts  were  chased  in  gold,  and 
it  was  only  with  the  advancing  mannerism  of  compo¬ 
sition  and  the  decline  of  art  at  a  later  period,  that 
polychromic  treatment  was  introduced.  The  metal  l)eing 
entirely  covered  considerably  increased  in  weight,  for 
which  reason  Francis  I  prohibited  the  enqdoyment  of 
this  enamel  by  a  decree  which  liowever  was  soon  re¬ 
voked  at  the  intercession  of  Cellini.  The  most  appropriate 
feature  for  the  use  of  opaque  eml)Ossed  enamel  was  the 
handle  of  the  vase ,  in  the  design  of  which ,  as  in  crystals, 
the  artistic  genius  is  allowed  free  scope,  Ijy  creating  in¬ 
numerable  variations  of  the  same  ornamental  motive,  and 
combining  both  beauty  and  fitness  of  form.  Frequently 
we  see  blue  enamelled  snakes,  with  extremely  fine  gold 
scales,  twisted  into  a  handle  or  at  least  encircling  it. 
The  Florentine  Uffizi  Gallery  shows  a  tazza,  the  handles 
of  which  are  formed  by  green  enamelled  fishes,  and 
another  vessel  which  may  be  considered  as  the  most 


*  See  p.  161  ante. 
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perfect  type  of  its  kind,  satyr-figures  l)eing  wrought 
into  handles.  These  Satyrs  or  Syren-figures,  often  pro¬ 
vided  with  beautifully  variegated  wings,  and  in  their 
most  minute  details  modelled  with  the  greatest  care  and 
finish,  are  generally  the  most  characteristic  feature  of  the 
whole  vessel. 

The  nude  parts  especially,  which  are  free  from 
enamel,  evince  a  careful  study  Ijy  the  goldsmith  of  tlie 
time,  further  corrol)orated  and  illustrated  l)y  masks  whidi 
frecpiently  occur,  api)]ied  to  foot  or  s])Out  in  imitation 
of  the  Antique.  A  rich  coiffure,  and  colored  garlands  of 
flowers  and  fruit  often  surmount  Fauns  heads  and  masks. 
Complete  figures,  when  represented,  are  usually  affixed 
to  the  lid,  thus  elegantly  finishing  and  crowning  the 
whole  vessel.  St.  George  fighting  the  Dragon  was  a 
favourite  subject  for  representation,  and  one  specimen  of 
the  Vienna  Treasury  may  serve  as  the  model  of  a  great 
series  of  similar  works.  The  knight  in  Idue  doublet  and 
armour,  rather  in  the  anti<qie  style,  is  thrusting  his 
spear  into  the  jaws  of  the  monster  crouching  at  his  feet. 
Tlie  dragon  is  heautifully  conventionalised,  and  covered 
with  green,  black -spotted,  opaque  enamel.  The  hare 
parts  are  also  coated  with  opaque  enamel  of  a  Iduish 
hue,  and  every  feature  of  the  face,  and  detail  of  helmet 
etc.,  are  worked  with  infinite  care  and  precision,  although 
the  modelling  is  here  and  there  necessarily  exaggerated 
in  order  to  mark  the  forms  through  the  thick  coating 
of  enamel. 

A  similar  treatment  of  design  and  coloring  is  illu¬ 
strated  hy  like  repi’esentations  of  the  same  time ;  e.  g., 
St.  George  encased  in  a  round  medallion  at  Stonyhurst 
College;  and  above  all  the  order  of  St.  George,  perhaps 
the  costliest  relic  of  this  kind,  now  in  possession  of  a  Bo¬ 
hemian  nobleman,  the  specimen  exhibited  in  the  histoire 
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du  travail  at  Paris,  in  1867,  being  most  likely  of  mo¬ 
dern  imitation.  In  a  general  way  opaque  enamel  is  used; 
in  a  few  instances  only  translucid  enamel  being  applied. 
Here  we  may  mention  a  beautiful  figure,  crowning  a 
double  goblet  of  agate,  and  representing  an  excellently 
worked  flower-girl,  whose  garments  are  in  green  and 
blue  transparent  enamel,  while  the  skin  is  left  in  gold 
tint.  It  is  in  the  possession  of  the  Vienna  Treasury  al¬ 
ready  alluded  to  on  account  of  its  richness  in  similar 
works  of  Art. 

Such  figures  were  often  worn  on  chains  as  orna¬ 
ments  for  personal  use.  On  festive  occasions  they  were 
favorite  and  valuable  gifts,  called  faveurs,  which  were 
added  to  the  family  treasures  during  many  generations. 
At  the  time  of  Cellini  it  was  the  fashion  to  wear  enamelled 
figures  in  high  relief  on  lapis  lazuli,  or  other  mineral 
or  stone,  which  served  especially  to  decorate  belts  and 
bonnets. 

In  the  same  category  may  he  ranked  the  forgo,  an 
ornament  of  the  Hungarian  l;alpah,  some  specimens  of 
which  are  preserved  in  the  collection  of  the  Teutonic 
Order  at  Vienna,  and  show  excellent  Italian  and  German 
workmanship.  Besides  the  enamel  cn  hasse  faille  and 
ronde  hosse,  above  referred  to,  other  kinds  were  prac¬ 
tised  although  less  frequently,  in  Italy  and  France.  Thus 
we  remark  in  the  casket  of  Clement  V  in  the  Uffizi,  the 
exquisite  frieze  ornaments,  framed  by  filigree  work,  and 
tilled  in  with  enamel;  and  the  beautiful  crystal  cup  Avith 
the  monogram  of  Diana  of  Poitiers  in  the  same  gallery 
illustrates  the  employment  of  a  particular  sort  of  enamel, 
incrustated  in  crystal.  This  art  has  been  recently  revived, 
and  its  re-introduction  by  M.  Hubert,  the  excellent  Artist 
of  the  Parisian  tirm  Froment-Meurice,  who  exhibited  some 
specimens  in  the  exposition  of  1867,  may  he  pronounced 
an  entirely  successful  attempt. 

Together  with  enamel -work  the  precious  stones, 
cameos,  and  pearls,  greatly  enhance  the  works  of  the 
goldsinith  and  jeweller;  and  it  cannot  be  sufficiently 
pointed  out  what  an  excellent  style  of  mounting  and  set¬ 
ting  the  artists  of  the  Cinque-cento  ])eriod  employed,  in 
comparison  with  that  of  our  modern  workmen.  It  is  not 
the  manner  of  foliation  which  Ave  here  allude  to,  although 
at  Cellini’s  time  the  process  Avas  one  of  great  rehnement, 
but  rather  the  Artistic  comhination  of  stone  and  ornament 
Avhich  is  so  effective  in  the  Avorks  of  the  old  masters. 
The  truncated  pyramidal  l)locks,  arranged  in  six  or  eight 
at  the  foot  of  the  vessel,  and  supporting  the  stone, 
receiA'ed  generally  ff)ur  hlack  enamelled  sides  in  order 
not  to  mar  the  coloi'  of  the  stone.  Many  rings  of  the 
Henaissance  j)eriod,  a  good  many  s])ecimens  of  Avhich  are 
dispersed  in  our  niusenms,  are  most  excellent  examples 
of  a  judicious  enq)loyment  of  precious  stones,  although 
it  must  be  ad?nitted  Unit  many  of  these  bijoux  are  of 
dimensions  Avhicb  might  aj)])ear  too  large  for  our  mo¬ 
dern  taste. 

Ffjual  judgment  Avas  evinced  in  the  setting  and  ar¬ 
rangement  of  pearls,  representing,  e.  g.,  fruit  or  floAvers, 
intersjiersed  betAveen  enamel  leaves;  but  sometimes 
they  Avere  affixed  as  mere  appendages  to  vessels  of 


state,  and  on  this  account  must  often  be  carefully 
manipulated. 

Pearls  of  different  shape,  and  some  rather  large,  have 
found  a  peculiar,  but  generally  not  very  successful  appli¬ 
cation  by  forming  the  ground  work  of  little  figures  etc., 
richly  mounted  in  gold.  Unfortunately  even  a  master 
hand  is  unable  to  make  good  use  of  such  shapeless  for¬ 
mations  unless  very  much  favoured  by  chance.  Thus 
these  works  Avill  always  remain  mere  objects  of  curiosity 
which  scarcely  offer  sufficient  inducement  for  copying. 

Italy,  as  already  stated,  Avas  the  cradle  of  modern 
enamel  and  jeAvellery,  fostered  also  almost  simultaneously 
in  France,  Avhere  unfortunately  after  a  most  hrilliant  and 
flourishing  time,  many  prohibitions  and  restrictions  soon 
led  to  their  decline.  Germany,  as  Avell  as  England,  not- 
Avithstanding  the  later  period  of  their  development  of 
these  arts,  produced  also  most  excellent  works  by  men 
Avho  might  vie  Avith  the  best  Italian  masters.  When 
enamel-painting  hecame  the  fashion,  translucid  enamel 
had  eA^erywhere  to  give  Avay.  Though  goldsmith’s  work 
and  jeAvellery  had  still  grand  productions  to  shoAv,  they 
Avere  rather  coarse  and  of  common  Avorkmanship,  Avithout 
the  use  of  enamel;  still  it  must  he  admitted  that  even 
these  are  Avell  Avorthy  of  study  for  their  conception  and 
composition. 

If  in  conclusion  Ave  cast  a  retrospective  vieAv  on 
modern  manufacture  of  translucid  enamel,  Ave  may  state 
that  France,  Avhich  started  Avith  a  revival  of  this  art,  is 
most  advanced  in  its  application,  her  artists  being  per¬ 
fectly  aAvare  of  many  advantages  of  practical  execution, 
and  thoroughly  mastering  the  design.  Against  tivo  ex¬ 
tremes,  often  so  prejudicial  to  true  art,  the  modern 
goldsmith  may  guard  by  a  judicious  and  assiduous  study. 
Into  the  one  he  is  enticed  by  servile  copying,  in  an 
archfelogical  sense,  of  the  sixteenth  and  seventeenth  cen- 
tury-Avork,  and  trying  to  complete  the  illusion  to  the 
amateur,  by  coating  the  oliject  Avith  artificial  patina; 
to  the  second  he  is  led  by  non-observance  of  an  artistic, 
conventional  treatment  of  enamel  in  design  and  appli¬ 
cation,  and  by  being  satisfied  Avith  the  display  of  brilliant 
Avorkmanship  and  execution. 

Naturally  enough,  goldsmiths  folloAving  the  first  of 
these  directions  aim  less  at  producing  objects  for  practical 
use,  than  at  filling  the  shelves  of  private  and  public  col¬ 
lections  with  their  Avorks.  Kudoliihi  and  Duron  in  Paris 
vie  Avith  the  Cinque-cento  Avorks  by  their  excellent  imi¬ 
tations,  and  a  Vienna  firm  has  likeAvise  attained  a  cer¬ 
tain  reputation  in  this  speciality. 

The  ranks  of  the  second  category  are  filled  by  most 
of  our  manufacturers  to  Avhoni  fashion  is  the  supreme 
laAV,  being  guided  by  her  instead  of  being  her  guide; 
and  it  will  he  long  before  they  decide  on  emulating  the 
beautiful  creations  of  old  masters  and  profiting  by  the 
rich  treasures  of  art  Avhich  they  have  accumulated. 

Only  feAV  pursue  the  happy  medium,  and  amongst 
these  Lepec  in  Pai’is  takes  a  conspicuous  place,  although 
a  severe  critic  might  perhaps  reproach  him  Avith  a  too 
extensive  enqdoyment  of  opaque  enamel. 

It  is  certainly  of  rare  occurence  that  an  artist  has 
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occasion  in  onr  time  to  execute  great  vessels  of  state  in  the 
style  of  those  here  mentioned;  he  is  generally  compelled 
to  restrict  himself  to  the  production  of  smaller  works, 
i.  e.,  jewellery  and  personal  ornaments,  for  which  the 
Antique  may  also  furnish  excellent  decorative  motives; 
and  the  most  successful  and  heautiful  imitations  of  this 
kind  by  Castellani  at  Rome  are  worthy  of  regard.  But 


if  the  task  is  to  create  a  work  of  true  Art  of  high 
conventional  treatment,  and  to  combine  organically  and 
harmoniously  the  gold  with  precious  stones  and  enamel, 
then  we  can  oidy  rely  on  those  grand  princijjles  of  Art, 
to  which  the  old  masters  have  given  form  and  expression 
in  their  magnificent  works,  the  crystals  and  jewellery  of 
good  Italian  Renaissance. 


Specimens  of  Ornamentation. 


No.  1.  Greco-Roman  Style.  —  Terra-cotta  Frieze;  ‘/2  of  real  size. 
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No.  2. 


i 


No.  3. 


No.  2.  Early  Tiotliic.  —  l)('tail  of  Lintel  froni  North  Porch  of  Chartres  Cathedral.  Thirteenth  century. 

Nos.  .3,  .h  and  7.  Arahesquos  in  Einhossed  Leather;  from  old  bookcovers  of  the  sixteenth  century. 
Leaves  and  flowers  fill  the  four  arifrfes  of  a  square,  thus  producing  a  regular  distribution  of  the  main  features. 


m 


No.  5. 


No.  4.  Decoration  for  Pottery,  designed  after  Etruscan  models. 
Ground-color  black;  horizontal  shading  brown-red,  dotted  parts  yellow,  remainder  white. 


The  Workshop. 
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No.  7. 


No,  (i.  r 


for  llangingH;  (lonigtiud  aflor  :ui  iiioisod  oniameiit,  iu  metal-ground  from  a 


clock-case  of  the  seventeenth  century. 
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No.  8.  Cast-iron  Drinking  Fountain.  —  Mr.  Bollinger,  Archt. 
For  plan  of  fountain  see  Supplement,  No.  4. 
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Nob.  9  —  11.  Ilronzo  Gas-bracket;  fullsize. 


L85 


Xo.  12.  Xo.  13. 


Xos.  12  and  13.  Pier-glass  with  Console  Table.  Front-elevation  and  section. 

The  slab  in  light  marble;  carvings  in  oak;  ornaments  iii  gold  with  the  exception  of  the  egg-  and  tongne  ornament,  the  two  capitals 
and  consoles;  the  scallops  white,  bordered  with  green;  the  upper  frieze-ornament  red:  the  bronze  candelabra  in  tlie  stjde  ot  gas¬ 
bracket  in  Xo.  9.  For  details  see  No.  5  of  Supplement. 


The  Worksnop. 
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No.  1  1  No.  15. 


Nos.  14  and  15.  Fire-screen.  Elevation  and  section. 

The  frame  ((ilt :  the  scret-n  either  paint(3d  in  various  colors,  or  embroidered,  the  under  part  showing  a  medallion  with  armorial  bearings 

on  blue  ground;  the  laurels  painted,  the  ornament  gilt. 
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No.  16. 


Arm-chair.  For  full-size  details  see  No.  1  of  Supplement. 


-J  I, 

I 


Nos.  17  and  18.  Side-lioard  in  Carved  <)ak,  polislied  with  wax,  for  the  dining-room  in  the  Villa  Leo,  at  Herlin:  l\lr.  van  der  Undo,  Archt. 
The  plan.  No.  d  of  Snppl.  shows  at  the  hack  of  side-hoard  a  slidiug'-door.  t)"'.(17  in  clear  .  leading  to  the  pantry. 
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No.  113. 


No.  20. 


Nos.  19  and  20.  Carved  Clock-case.  For  full-size  details  see  No.  2  of  Supplement, 


The  Workshop. 
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No.  21. 


.Vo.  21. 


No.  22. 


No.  26. 


No.  27. 


No.  23. 


No.  23. 


No.  21,  Alaiircsijui;  (oinlr'ii  liour  iji  tin-  N'illa  iil'  .lus.siif  liey,  Cairo.  From  the  desig'iis  of  Mr.  StaJler.  Archt. ,  Zurich. 
'I  lie  door  is  ot  siiii|i|('  hut  elciraut  design  inul  nf  easy  execution,  consisting  of 'laths,  3  centm.  tliick. 

Nos.  22 — 23.  Modern  .lewihlery :  hrooclies,  rings  and  ea.i--[ienda,nts .  manufactured  by  Mr.  G.  Ehni .  Stuttgart. 
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No.  29. 


No.  29.  Wrought -iron  Grille  from  the  belfry-arch  of  St.  Guy  Cathedral,  Prague.  Seventeenth  century.  P’rom  the  design  of 

Mr.  Schmoranz,  Archt. 


VaRIOU  S. 


Alloys. 

Most  metals  are  capable  of  uniting  with  others,  the  combi¬ 
nation  forming  what  are  termed  alloys.  These  are  chemical  com¬ 
pounds;  not,  as  some  persons  suppose,  simply  mixtures.  In  many 
cases,  when  one  metal  unites  with  another,  the  alloy  gives  scarcely 
any  indications  of  the  characters  of  the  component  metals.  Thus, 
copper  alloyed  with  aluminum,  in  the  proimrtion  of  90  of  the 
former  to  10  of  the  latter,  gives  the  alloy  called  aluminum  gold. 
Again,  the  alloy  called  Regulus  of  Venus,  so  named  from  tlie 
beautiful  violet  color,  consists  of  equal  weights  of  copper  and 
antimony,  iieither  of  whicli  metals  is  at  all  similar  to  the  resulting 
alloy.  Some  metals,  when  alloyed,  although  they  undergo  no  pecu¬ 
liar  modification  in  color,  do  so  with  regard  to  some  other  of 


their  natural  properties,  the  difference  of  melting  temperature  being 
perhaps  the  most  remarkable.  Of  this  class,  plumbers’  solder,  which 
consists  of  2  parts  of  lead,  fused  with  1  of  tin,  and  the  alloys  in 
wliich  tliese  proportions  are  reversed  to  2  parts  of  tin  and  1  of 
lead,  are  the  best  known,  and  are  much  more  fusible  tlian  either 
of  the  metals  used  in  making  them.  A  remarkable  alloy  of  this 
class  is  that  of  bismuth,  which  melts  at  fiOt)”  Fah. ;  lead,  which 
melts  at  GOO®  Fah.  ;  and  tin,  which  melts  at  442"  Fah.;  in  the 
proportion  of  8  of  bismuth,  5  of  lead,  and  3  ot  tin.  This  alloy 
melts  below  the  boiling  point  of  water  or  212"  Fah. ;  although  even 
the  most  fusible  of  its  components  requires  more  than  double  that 
temperature  to  melt  it.  Toy  teaspoons  are  made  of  this  alloy. 
When  used  to  stir  hot  tea,  the  bowls  of  the  spoons  all  disappear 
to  tlie  bottom  of  the  cup.  The  alloy  of  bismutli  S.  lead  4,  cad- 
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mium  2,  and  tin  2,  melts  at  160®  Fall.;  that  is  52®  below  the 
boiling  point  of  water.  There  is  one  more  alloy  which  may  be 
mentioned,  on  account  of  its  peculiarity  of  being  liquid  at  the 
ordinary  temperature,  there  being  only  one  other  metal  liquid 
under  the  same  conditions;  namely,  mercury.  This  alloy  consists 
of  equal  parts  of  potassium  and  sodium.  Both  of  these  metals  are 
solid  at  the  ordinary  temperature;  but  when  alloyed  in  equal  pro¬ 
portions,  thej"  remain  liquid.  Piesse. 


Woods  used  in  Cabinet  Making. 

Mr.  Thomas  Paterson  was  one  of  the  working  men  who  visited 
the  Paris  Exhibition  last  year,  and  ably  reported  on  what  he  saw 
there.  His  report  is  one  of  the  twelve  which  compose  the  little 
work  under  the  title  of  «Modern  Industries »  issued  under  the  au¬ 
spices  of  the  Paris  Excursion  Committee.  In  looking  through  the 
magnificent  collections  of  woods  from  Brazil,  Canada,  and  New 
South  Wales,  and  the  smaller  but  not  less  interesting  exhibits  of 
Algiers,  Natal,  Guinea,  etc.,  it  is  impossible  not  to  be  struck,  says 
i\Ir.  Paterson,  with  the  small  number  of  these  woods  which  are  in 
actual  use  in  the  manufacture  of  furniture.  Some  of  the  woods 
are  shown  to  be  of  lai'ge  size,  and  are  exceedingly  beautiful  in 
color  and  figure,  and  many  of  them  would  contrast  admiraldy  with 
some  of  those  at  present  in  use. 

Tliere  was  a  contribution  to  the  Exposition  of  specimens  of 
timber,  collected  by  the  late  Captain  Fow'ke,  in  wliicli  several 
hundreds  of  different  kinds  of  wood  are  arranged  in  a  kind  of 
revolving  screen.  Each  specimen  is  labeled  with  its  specific  gravity, 
and  the  amount  of  weight  necessary  to  break  it.  Each  piece  was 
of  the  same  size  —  viz.,  two  inches  square,  and  has  lieen  actually 
broken  liy  the  weight  marked  on  it ,  thus  giving  any  one  ac¬ 
customed  to  work  in  wood  a  very  good  idea  of  the  use  it  may 
be  put  to.  Collections  of  this  kind  would  be  of  the  greatest  use. 
I'hey  might  be  accompanied  witli  a  liook  composed  of  leaves  of 
the  woods,  prepared  and  ijolished,  to  show  their  texture  and  color, 
with  labels  giving  the  average  size  of  which  boards  could  Ije  cut, 
the  average  price,  and  the  market,  etc.  At  present  neither  artist 
nor  workman  is  aware  of  the  resources  which  are  at  their  disjiosal, 
and  much  meretricious  ornament  would  be  avoided  if  this  mine  of 
decorative  riches  were  fully  explored.  In  the  French  colonies  depart¬ 
ment  there  were  some  articles  of  furniture  which  have  been  made 
from  the  woods  of  Cayenne ,  cut  by  tlie  convicts  sent  to  that 
settlement. 

That  a  wide  and  systematic  acquaintance  with  the  resources 
i)f  any  country  is  the  first  requisite  to  tlie  development  of  its  trade 
may  be  considered  an  obvious  truism;  yet  in  tliis  country,  emi¬ 
nently  trading  and  manufacturing,  and  depending  for  its  greatness 
upon  the  growth  of  its  trade  and  manufactures,  no  means  are 
taken  to  make  the  traders  and  workers  acquainted  with  the  mate¬ 
rials  wliich  are  being  wasted  in  our  vast  colonies,  but  which,  if 
known,  wovild  be  sources  of  wealth  which  we  can  scarcely  over¬ 
estimate.  The  staghorn  sumac  may  be  mentioned  as  an  example 
of  a  very  finely  veijied  wood,  which  seems  to  be  plentiful,  and 
whicli,  though  it  does  not  grow  to  any  great  size,  would  be  useful 
in  inanufactui-e.  The  butternut,  a  kind  of  walnut  wood,  grows 
to  a  large  size,  and  seems  to  lie  very  cheap.  The  kauru  (or  New 
Sealand  ]hne^  also  a  wood  to  veneer  upon  would,  I  think,  be  of 
the  greatest  value;  as  well  as  the  heron  pine  (whicli  is  sufficiently 
handsome  to  bo  tised  without  any  veneers),  the  red  lieech,  and 
many  others. 

As  a  new  ajiplication ,  or,  rather,  the  extention  of  an  old 
jiroeess  in  the  treatment  of  wood,  the  chairs  and  settees  in  the 
.\usti-ian  department,  made  by  bending  long  slips,  may  be  in- 
. lanced.  Some  of  these  chairs  were  exhibited  in  18(12.  Tlie  manu¬ 
facture  has,  however,  greatly  imjiroved  sitice  that  time.  Gno  chair 
in  the  ex]»osition  (jmrchascd  by  the  Prince  of  Wales)  was  all  that 


could  be  wished,  both  as  regards  strength  and  beauty,  Though 
no  one  would  wish  to  see  this  system  of  bending  wood  applied 
to  all  articles  of  furniture  so  exclusively  as  it  is  applied  in  tlie 
manufacture  of  these  chairs ,  yet  the  capabilities  of  the  process 
are  well  shown ,  and  much  might  be  learned  from  them.  I  noticed 
a  method  of  producing  a  very  good  kind  of  decoration  on  polished 
wood  by  stamping  with  what  is  called  liy  chasers  a  mutt  tool, 
which  produces  a  slightly  roughened  but  regular  surface,  the  pat¬ 
tern  being  left  polished.  I  observed,  also,  in  passing  round  the 
Historical  Gallery,  a  mode  of  decoration  which  had  an  extremely 
good  effect.  This  was  an  application  of  tortoiseshell.  The  under 
surface  or  side  applied  to  the  piece  of  furniture  had  been  polished 
and  gilded,  the  outside  surface  of  the  shell  being  then  carefully 
smoothed,  and  polished,  the  gold  showing  through  the  semi-trans¬ 
parent  shell,  and  giving  all  its  markings,  while  the  shell  protected 
the  gilding,  so  that,  though  it  had  been  made  for  more  than 
twenty  years,  it  was  still  beautiful  and  effective.  It  seems  to  me 
much  to  he  regretted  that  some  method  cannot  be  devised  which 
would  place  all  such  methods  of  decoration  so  completely  before 
all  our  workmen  and  designers,  that  they  might  have  them,  so  to 
speak,  at  their  finger-ends.  London  Building  News. 


Photography. 

Producing  Colored  Pictures.  —  Various  attempts  have  been 
made  to  obtain  photographs  of  objects  in  their  natural  colors.  These 
attempts  have  been  so  far  successful  as  to  produce  photographs 
in  which  every  color  of  the  original  was  faithfully  represented ; 
even  the  iridescent  colors  of  the  peacock’s  feather  have  been  beauti¬ 
fully  photographed.  It  is,  however,  not  jmt  quite  certain  whether 
any  means  have  been  discovered  by  which  the  colors  can  be  per¬ 
manently  fixed,  as  hithertoo  they  have  slowly  faded  away,  and 
become  one  uniform  reddish  tint.  It  is  generally  admitted  that, 
up  to  the  present  time,  the  most  successful  photographer  in  pro¬ 
ducing  colored  pictures  is  M.  Niepce  de  Saint  Victor  whose  process 
is  this;  He  takes  a  daguerreotype ,  or  silver  coated  plate,  and  dips 
it  into  a  weak  solution  of  hypochlorite  of  sodium,  having  a  specific 
gravity  of  1.35,  until  it  has  assumed  a  bright  pinkish  hue.  The 
plate  is  then  covered  with  a  solution  of  dextrine,  saturated  with 
chloride  of  lead;  it  is  then  dried,  and  subsequently  submitted  to 
the  action  of  heat  for  several  hours  until  the  temperature  of  the 
plate  reaches  from  95°  to  100®,  or  else  expose  the  plate  to  the 
rays  of  the  sun  as  a  substitute  for  artificial  heat,  under  a  sheet 
of  paper  which  had  been  steeped  in  an  acid  solution  of  sulphate 
of  quinine.  The  plate  is  then  ready  to  be  placed  in  the  camera 
obscura,  and  to  receive  the  colored  picture  of  the  spectrum,  or 
any  other  object.  It  is  said  he  has  succeeded  in  increasing  the 
stability  of  the  colors  developed  on  the  sensitive  surface  by  covering 
the  plate  with  an  alcoholic  solutioir  of  gum  benzoin.  This  branch 
of  photography  has  been  called  Heliochromie. 

Decorations  of  Porcelain,  Glass  etc.  —  A  vei’y  important 
economic  application  of  photography  to  the  decoration  of  porce¬ 
lain,  glass,  etc.,  with  gold,  silver,  and  other  metals,  consists  in 
producing  an  ordinary  silver  image  on  a  collodion  film,  and  then, 
by  toning  processes,  converting  this  image  into  any  other  metal 
which  may  be  necessary.  For  a  gold  design  the  image  is  toned 
with  chloride  of  gold;  for  a  design  the  color  of  steel  the  image 
is  toned  with  chloride  of  platinum ;  for  a  black  metallic  design  the 
image  is  toned  with  chloride  of  iridium ;  for  a  brown  design  the 
image  is  toned  with  chloride  of  palladium.  A  design  in  a  metal 
of  one  color  can  be  obtained  by  first  toning  the  image  by  the 
]'(roj)er  metallic  salt,  and  then  saturating  the  film  with  a  solution 
of  some  other  salt.  The  collodion  film,  treated  iii- the  manner  in¬ 
dicated,  is  then  transferred  to  the  porcelain,  and  the  salt  reduced 
lo  the  metallic  state  by  heat. 

Humphrey’ s  Journal. 
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Value  and  Importance  of  Ancient  Models  in  the  Useful  Arts. 

By  Mr.  Jacob  Falke. 


le  g-reat  importance  of  ancient  models  for  modern 
Art-Industry  can  1)6  no  longer  disputed,  tlie  facts  which 
the  last  Exliiliitions  made  eAudent  having  sufficiently  jiroved 
it.  But  tliere  are  eyes  tliat  do  not  see,  and  ears  that 
do  not  hear,  and  sometimes  we  meet  with  tlie  opinion, 
strange  and  incomprehensihle  in  our  day,  that  tlie  old 
creations  of  the  Useful  Arts  are  worthless  for  us,  and 
altogether  useless  for  modern  Art-Industry.  It  is  true  that 
art-collections  are  being  estahlished,  and  the  necessity 
of  them  for  the  improvement  and  elevation  of  Taste  is 
generally  acknowledged;  hut  these  museums  are  intended 
for  modern  sjiecimens  and  works  of  Art-Industry  of  the 
present  time. 

It  will  he  easy  to  demonstrate  the  absurdity  of  such 
an  opinion,  which  can  only  he  harlioured  by  those-  avIio 
are  ignorant  of  the  link  between  the  old  and  the  new, 
and  who  fail  to  aiipreciate  the  intrinsic  worth  of  ancient 
master -pieces.  For  tlie  best  productions  in  the  realm 
of  taste  amongst  modern  nations  are  French  and  Fnglish; 
Init  their  very  best  are  suggested  by  the  study  and  imi¬ 
tation  of  old  specimens.  (Jtliers,  satisfied  with  following 
their  lead  by  imitating  the  imitators,  only  produce  second¬ 
hand  copies,  instead  of  referring  directly  to  the  originals. 

Although  the  inference  derived  from  hence  might 
appear  convincing  enough,  we  wish  to  make  the  value 
and  importance  of  works  of  art,  and  their  usefulness  as 
models  for  modern  reproduction,  the  object  of  our  study. 

It  may  he  considered  as  an  acknowledged  fact  that, 
until  the  beginning  of  modern  revival  of  Art-Industi'y,  or 
rather  the  effect  thereby  experienced,  nothing  commen¬ 
dable  has  been  produced.  The  French  works  of  art 
which  alone  enjoyed  until  then  an  immense  though  vague 
reputation  were  stared  at  unconsciously,  and  blindly  accep¬ 
ted  without  being  examined.  But  today  all  those  produc¬ 
tions  of  French  Industry  are  estimated  at  their  iiroper 
value.  However  superior  they  may  be  to  the  imitations 
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made  from  them,  they  are  nevertheless  deficient  as  crea¬ 
tions  of  true  art. 

Twm  principal  faults  may  he  pointed  out  Avliich 
adhered  till  then,  and  indeed  do  so  still,  to  the  great 
mass  of  all  modern  creations  of  Art-Industry,  es})ecially 
to  the  French  works  which  must  he  considered  as  types 
and  models  ol  their  kind;  viz.,  complete  neglect  of  the 
artistic  form,  and  deficiency  in  coloi',  limited  to  the 
employment  of  grey  and  other  cognate  tints.  Besides, 
each  industrial  de])artment  had  its  particular  defect; 
furniture,  e.  g.,  Avas  of  faulty  and  irrational  construction; 
in  glass  manufacture  the  jiroperties  and  refractive  ipiali- 
ties  of  the  material  Avere  mistaken  and  neglected;  pre¬ 
cious  metals,  especially  gold,  suffered  under  an  injudi¬ 
cious  treatment  and  disregard  of  their  eminently  plastic 
({ualities,  and  their  alliance  Avith  colored  enamel.  The 
art-Avorkman  having  for  years,  nay  for  tAvo  centuries, 
pursued  a  Avrong  path,  the  taste  for  simple  beauty  and 
purity  of  form,  the  sense  of  true  harmony  of  color,  had 
necessarily  been  destroyed  in  the  artist  as  Avell  as  in 
the  public.  The  latter  folloAving,  as  a  mass,  merely  the 
dictates  of  fashion,  have  gradually  become  disused  to 
the  beautiful;  and  having  for  years  past  throAvn  aAvay 
as  rubbish  Avhat  inheritance  they  once  possessed  from 
their  predecessors,  are  noAV  naturally  devoid  of  all  under¬ 
standing  in  this  respect.  They  demand  novelty,  not 
lieauty;  satisfied  Avith  the  sulisfitufion  of  some  odd  fancy 
or  idea,  some  freak  of  nature,  for  severity  of  form,  they 
do  not  knoAV  that  instead  of  a  Avork  of  art  they  have 
in  hand  some  mere  childish  toy. 

It  is  evident  that  this  unsound  taste  of  the  public 
can  only  he  improved  by  the  vieAv  and  appreciation  of 
good  models.  But  are  the  most  recent  creations,  or  the 
more  ancient  ones  Avhich  already  served  as  models  for 
modern  Avorks  capable  of  producing  such  results? 

It  cannot  be  denied  that  great  benefit  has  already 
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been  derived  from  tliose  new  endeavours  for  a  revival 
in  art,  much  being  produced  -vvliicli  in  its  turn  may  be 
set  up  as  model  and  example.  But,  without  considering 
that  these  creations  are  the  results  of  taste  derived  from 
the  original  and  gemiine  one,  only  few  of  them  may  he 
termed  entirely  faidtless  and  unincuml)ered  in  any  way 
with  the  defects  of  the  present  or  other  opposite  ones. 
Too  frequently,  in  endeavonring  to  avoid  Scylla,  they 
have  fallen  into  Charyhdis.  Decorations,  e.  g.,  in  order  to 
avoid  the  grey  tints  have  often  l)een  made  too  gorgeous 
in  color.  For  carpet-patterns  and  tal)le-covers  stiff  geo¬ 
metrical  ornament  has  1)een  adopted  by  way  of  reaction 
from  immoderate  naturalism. 

In  imitation  of  old  majolicas  and  works  akin  to 
them,  (piite  a  new  branch  of  tlie  Ceramic  Art  has  arisen, 
which,  and  it  is  with  great  pleasure  we  acknowledge 
this,  has  ])roduced  much  that  is  highly  interesting  and 
satisfactory.  But  the  best  works  are  those  which  are 
co])ied  as  strictly  and  faithfully  as  possible  from  ancient 
models,  and  even  in  them  we  often  juiss  the  congenial 
re))Ose  and  harmony  of  color  of  the  original,  and  the 
judicious  mode  of  execution  which  keeps  the  right  medium  j 
heDveen  ovei'-retinement  and  coarseness  or  neglect.  Ori-  i 
ginal  creations,  attempted  in  this  branch  of  art,  are 
generally  hard  in  form,  outline,  or  color,  and  more  or 
less  incongruous  as  to  invention,  and  the  limits  imposed 
by  the  material.  Anyhow,  it  is  not  easy  to  find  pro¬ 
ductions  of  this  kind  which  might  he  conscienciously 
recommended  as  faultless  models. 

The  same  may  he  said  of  other  branches  of  modern 
.Vrt-lndustry.  Tlie  reintroduction  of  old  Venetian  glass- 
manufacture,  the.  imitation  of  those  charming  and  light 
glasses  of  the  sixteenth  and  seventeenth  centuries  of 
.Murano,  by  Salviati  and  his  companions,  is  certainly  a 
very  promising  fact ;  still  it  cannot  escape  an  experienced 
eye,  comparing  the  old  with  the  new  glasses,  that  the 
former  greatly  surpass  the  latter  in  lightness,  elegance 
and  beauty  of  form.  And  nothing  is  more  natural  than 
this.  These  glasses  are  free  creations  of  an  original 
artistic  genius,  of  a  skilful  masterhand,  and  an  experienced, 
unerring  eye,  not  work  made  to  pattern.  But  such  nicety 
of  execution,  such  true  understanding  of  beauty  of  form, 
are  the  results  of  long  exiierience  and  culture  to  which 
the  art-workman  of  the  present  day  is  still  a  stranger. 
Salviati’s  new  a)id  original  creations  in  the  old  style 
ai'(‘  mostly  capricious  in  form,  and  sometimes  regardless 
of  beauty.  These;  modern  Venetian  glasses,  however 
willing  we  may  he  to  acknowledge  their  relative  merit, 
fiannot  therefoi'c  in  any  way  become  a  substitute  for 
their  ancient  models. 

If,  however,  we  study  attentively  the  ancient  works 
of  art,  we  shall  hardly  he  at  a  loss  whenever  characte- 
listic  (;xam])les  ai'c,  wantcul.  Perhaps  no  branch  of  mo¬ 
dern  .\rt-Industry  has  hemi  I'educ.ed  to  a  more  unsatis- 
faetory  state,  or  less  henetited  by  recent  refoi'ins  than 
jewellery.  We  should  he  entirely  at  faidt,  were  we  re- 
(jiiiiaal  to  fill  this  section  r)f  a  museum  for  Art  and 
Industry  with  Euro])ean  ju’oductions  of  the  last  few  years. 
What  clumsy  or  singular  vessels,  what  absurd  table-services 


and  centre-pieces,  what  capricious  varieties  of  Ijijoux,  poor 
and  insignificant  of  invention,  should  we  not  have  to 
classify!  Wdiat  contrast  with  the  works  of  Antitpiity, 
the  Middle-Ages,  lienaissance,  and  Eastern  Art!  Where 
can  we  find  more  charming  jewellery,  more  strictly  con¬ 
ventional,  and  graceful  in  design,  and  more  exquisite  in 
workmanship  than  the  marvellous  creations  of  the  gold¬ 
smith’s  art  of  Classical  Antiquity?  For  diadems,  hair¬ 
pins,  necklaces,  brooches,  rings,  and  bracelets,  for  every¬ 
thing  in  fact  do  we  find  nol)le  specimens  in  which  the 
precious  material  is  made  to  produce  the  most  beautiful 
effect.  IVIedijeval  metal-work  also,  for  the  service  of  the 
Church,  the  adornment  of  the  altar,  the  sacred  vessels,  etc., 
exhil)its  models  equally  remarkable  for  rich  elaborate  work¬ 
manship,  and  ever-varying  forms  of  nolffe  dignity  and  uu- 
hlemished  beauty.  Then  the  goblets  and  monster  drinking- 
cups  of  late  (lothic  Art,  with  their  bosses  without,  and 
the  sparkling  glitter  within;  after  these  the  elegantly 
designed  and  richly  moulded  cups  of  the  Benaissance 
period,  wrought  with  ex(piisitely  chased  and  embossed 
ornament  and  figures.  These  all  display  great  purity 
of  taste  and  true  understanding  of  form,  proportion  and 
outline,  accomplishments  which  have  been  destroj’ed  by 
our  vulgar  homage  to  naturalism,  and  love  for  solid 
masses  of  brilliant  silver.  To  those  advantages  we  may 
add  the  employment  of  translucid  and  opaque  enamel, 
giving  to  the  plastic  form  the  charm  and  enhancement 
of  color.  IIow  very  seldom,  if  at  all,  do  we  find  works 
of  the  inodern  goldsmith  which  might  hear  comparison 
with  the  charming  and  elaborately  wrought  chefs-d'oeuvre 
of  the  sixteenth  and  early  part  of  the  seventeenth  cen¬ 
turies,  productions  which  exhibit  the  most  delicate  treat¬ 
ment  of  gold,  combined  with  the  effect  of  enamel,  engraved 
and  cut  crystal,  pearls,  precious  and  semi-precious  stones, 
in  most  successful  and  perfect  works  of  art.  If  there 
are  recent  productions  of  this  sort  they  have  been  created 
by  way  of  imitation  of  those  works,  which  are  to-day 
the ‘gems  of  our  art-collections. 

Nor  is  it  more  difficult  to  find  models  for  the  art- 
workman  in  more  common  metals,  especially  iron.  Iron, 
as  material  for  works  of  art,  has  until  lately  been  un¬ 
justly  neglected  in  the  nineteenth  century.  Cast-iron 
work  may  have  much  contributed  to  this,  an  elegant 
and  judicious  treatment  of  which,  satisfying  the  artistic 
taste,  having  hut  lately  been  successfully  attempted.  It 
has  only  been  valued  for  its  technical  properties,  and 
in  an  artistic  point  of  view  has  been  replaced  by  brass 
or  other  amalgamats  more  brilliant  on  their  exterior 
sui'face.  But  the  numerous  metal  works  of  the  fifteenth 
and  sixteenth  centuries,  those  unsurpassed  and  flourishing 
periods  of  art,  show  to  what  degree  this  material  Avill 
lend  itself  to  a  superior,  artistic  employment,  at  once 
rich  and  manifold,  appropriate  and  rational  in  its  appli¬ 
cation.  We  may  begin  with  the  most  simple  objects  and 
nevertheless  find  them  instructive,  and  exemplary  of  their 
kind.  If  Ave  consider,  e.  g.,  door-hinges,  locks,  bolts  etc. 
Avehled  and  fashioned  under  the  hammer,  extending  and 
interlacing  each  other  as  if  growing  and  unfolding  them¬ 
selves  naturally  into  leaf  and  flower,  elegantly  but 


solidly  stretched  over  the  surface  of  the  door;  if  we  see 
how  these  leaves  and  flowers  gain  life  and  spirit  by 
embossed,  flowing  scroll-work,  by  the  hold  hut  graceful 
play  of  forms  and  lines,  we  cannot  l)ut  confess  that 
everything  looks  as  if  it  could  not  possibly  he  otherwise, 
as  if  it  were  the  work  of  nature  rather  than  of  man. 
The  same  character  is  seen  in  embossed  ornamental 
locks,  in  keys  with  artfully  worked  handles,  and  at  a 
later  period  in  etched  box-mounts,  and  other  plates  Avith 
delicate  arabesque-work,  in  wrought-iron  grilles,  and  the 
large,  freely  worked  flowers,  serving  as  terminals.  If,  in 
glancing  at  the  craft  of  the  armorer  of  the  period,  Ave 
cast  a  look  on  the  etched,  chased  and  damascened  ar¬ 
mors,  the  gilt  and  inlaid  blades,  the  SAvord-hilts  Avorked 
in  steel  and  iron,  there  Avill  arise  liefore  the  experiencc'd 
eye  of  the  connoisseur  a  Avhole  Avorld  of  rich  and  admi¬ 
rable  Avorks  Avith  Avhich  Ave  have  at  present  absolutely 
nothing  to  compare,  although  the  neccessity  for  an  artistic 
treatment  of  Avrought  -  iron  has  actually  gained  ground 
and  achieved  practical  results  in  England  and  France. 

We  may  pass  noAv  to  another  branch  of  art,  i.  e., 
productions  in  Avood.  Many  must  have  admired  at  the 
last  Paris  Exhibition  the  Italian  Avood- carvings,  their 
elegant  frameAvork,  panelling,  compartments  Avith  char¬ 
mingly  executed  relief- Avork,  and  lastly  the  chests  Avith 
their  exuberant  richness  of  ornamentation,  inlaid  ivory 
and  engraA’ing.  All  these,  as  Avell  as  many  other  Italian 
Avorks  Avhich  adhered  strictly  to  the  old  examples  of  the 
fifteenth  and  sixteenth  centuries,  haA^e  horroAved  their 
charm  and  excellence  from  these  specimens  of  a  ha])piei 
period  of  Art  in  Italy,  Avhich  in  every  respect  may  l)e 
looked  up  to  as  models  and  genuine  master-pieces,  ad¬ 
vantages  Avhich  hoAvever  do  not  belong  to  Italian  pro¬ 
ductions  alone  hut  also  to  other  Avorks  of  the  same  time. 

By  the  Italians  of  our  days  Ave  are  taught  infallibly 
the  value  of  ancient  models  l)y  Avay  of  contrast,  for 
AA’here  they  do  not  resort  to  them,  as,  e.  g.,  in  the 
magnificent  fabrics  for  ecclesiastical  use,  their  productions 
appear  as  if  devoid  of  all  artistic  taste  and  understan¬ 
ding.  Their  gold-diapered  church-vestments  exhibited 
at  Paris  AA’ere  coarse  and  common,  Avithout  design  and 
harmony  of  color.  Still  not  less  beautiful  specimens  of 


this  kind,  and  also  of  Italian  Avorkmanship,  are  preserved 
from  the  early  time  of  the  Middle-Ages  until  the  six¬ 
teenth  century.  The  old  silk  tissues  of  Lucca,  the 
Aveavings  in  gold  and  velvet  of  Eenoa  and  Venice,  are 
everything  that  can  be  desired  for  such  siirface  deco¬ 
ration.  If  Ave  add  to  these  the  brocades  of  Lyons, 
Tours  and  Flanders,  the  tissues  of  old  Saracen  origin, 
together  Avith  all  tlie  Indian,  Persian,  old  and  neAv 
Eastern  fabrics,  Avhich  as  a  traditional  or  inherited  de¬ 
corative  art,  Ave  may  and  must  rank  amongst  the  old 
models,  Ave  have  to  dispose  of  an  abundance  of  orna¬ 
mental  motives,  sufficient  for  eveiy  requirement  either 
of  study  or  practical  use. 

PeA'icAving  the  past,  its  resources  at  our  disposal 
are  inexhaustible.  Perha])S  Ave  may  meet  Avith  the  ob¬ 
jection,  that  if  Ave  lay  under  contribution,  Avithout  reserve, 
both  past  and  foreign  Art,  Ave  shall  finish  l)y  being  mere 
eclectics,  or  i)ut  together  things  Avhich  from  their  very  na¬ 
ture  must  ever  be  incongruous.  But  the  case  is  simply  this: 
No  ])eriod  in  art,  no  nation  has  ever  cultivated  all  the 
branches  of  Art  and  Industry  simultaneously;  they  often 
appear  even  independant  of  each  other;  e.  g.,  IMediteval 
surface  decoration,  while  of  Mauresque  origin,  has  no 
sort  of  relation  Avith  contempoi’ary  (lothic  Art  either  in 
Architecture  or  in  the  ITseful  Arts.  Pottery,  Avhich  the 
(ireeks  brought  to  perfection,  Avas  in  its  turn  hardly 
and  Imt  inq)erfectly  cultivated  during  the  iNIiddle-Ages. 
M'e  must  first  enquire  after  material  and  purpose,  and 
then  look  about  us  Avhere  an  object,  in  accordance  Avitb 
its  nature,  Avas  brought  to  perfection  in  order  to  make 
it  our  model.  The  difference  Ave  may  remark  in  different 
specimens  is  neither  that  of  style,  nor  period,  but  caused 
l)y  the  nature  of  the  object.  Objects  of  different  kinds 
in  barmony  Avith  themselves,  Avill  not  disagree  Avith  one 
another.  High  above  them  stand  the  unchangeable  laAvs 
of  Uniformity  and  Conformity.  Thus  Ave  shall  cease  to 
trouble  ourselves  about  the  choice  of  some  style  and 
at  last  succeed  in  actually  possessing  a  style  of  our 
OAvn,  i.  e.,  the  true  and  artistic  expression  of  form,  most 
a])])ropriate  to  the  object.  This  is  the  right  and  genuine 
naturalism,  the  artistic  form  natural  and  ])roper  to 
the  Avork. 
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Specimens  of  Ornamentation. 


No,  ]. 


No.  "2. 


No.  1.  flrof.o-Italiaii  Sl.yle.  —  Ornainciital  (lyma  in  Terra-cotta,  crowning  upper  part  of  cornice. 

.\o.  2.  Style.  —  Ornainent  of  Arcli-moiildings  of  Western  Doorway  of  the  Ahhey-clmrch  Marienberg,  near  Helmstett ; 

12* '■  centnry. 
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No.  4. 

No.  3.  Lombard  Style.  —  Capital  from  Church  of  Sa.  Sofia,  Padua.  Designed  from  nature  by  Prof.  Toniato  Luigi,  Vicenza, 
No.  4.  Romanesque  Style.  —  Detail  of  Arch-mouldings  of  Rose-window  from  Notre  Dame,  at  Chalons  sur  Marne. 
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No.  5. 


No.  0.  No.  7. 


No.  o.  Ornainciit  surmounting  the  cornice  of  tlie  fjoggia  of  Villa  Ravene,  Berlin.  Messrs.  Ende  and  Bcekmanu,  Arehts. 
Nos.  G  and  7.  Tragic  Masks,  from  the  New  Opera  House,  Paris.  M.  Ch.  Gamier,  Arelit. 
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Nos.  8 — 10.  Modern  Side-l)oard.  Elevation,  section  and  plan.  —  For  details  see  Nos.  3  and  t  of  Supplement. 
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Nos.  11 — )3.  Cal)inct.  p]levation,  section  and  plan. 
For  details  see  No.  1  of  Supplement. 
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Nos.  14  16.  Principal  Doorway  to  the  Stables  for  the  horses  of  Prince  Anton  of  Hohenzollerii  Sigmaringeu.. 

e  oor,  in  accordance  with  the  date  of  the  building  is  designed  in  the  style  of  the  end  of  seventeenth  century 

rkflhoT).  * 
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No.  17. 


No.  17. 


Pix.  Ml’.  V.  Teirich,  Archt.  For  ground-plan  see  No. 


of  Supplement. 
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No.  18. 


No.  19. 


Nos.  18  and  19.  Candle-stick  and  Cigar-holder  in  gilt  metal,  for  an  elegant  smoking-room.  —  M.  P.  Benard,  Archt.  Paris. 
The  ornaments  are  incised  and  filled  in  with  enamel;  the  two  winged  figures,  warming  themselves  at  the  light  are  silver-coated. 
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I 


Nu.  22. 


Nos.  20  and  21.  Drawing-room  Ceiling  for  Stucco-work  and  Painting.  The  frieze  and  medallions  in  stucco  relief-work;  the  medallions 
representing  Song,  Love,  Wine  and  Dance,  on  gold  or  cobalt  ground;  the  diagonal  bands  on  blue  ground  with  brown-red  outlines 
etched  with  gold;  the  honey-suckle  ornament  yellowish-brown;  the  centre  buff  with  light-brown  borders  and  yellow  stars;  the  segments 
light  blue,  the  trapezoids  greenish  white,  outlined  with  red ;  the  grotesque  figures  painted  in  different  colors ;  the  frets  green  with  red. 

I  No.  22.  Title-page,  in  modern  Mauresque  Style.  M.  Clerget,  Artist,  Paris.  —  Ground  of  centre  and  plates  yellow,  bordered  with 

I  Vermillion  and  green;  ground  of  ornament  blue,  the  latter  chiefly  yellow. 
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L.5oCtin 


No.  23. 


No.  24. 


Niih.  23  !:nil  24. 


Marlile  Chiiniifty-plftne ,  from  tlie  I’omjmian  House  of  Prince  Napoleon,  Paris.  —  iM.  Alfred  Normand,  Arcbt. 


For  details  see  No.  5  of  Sup]ilenient. 
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No.  25. 


Nos.  25 — 30.  Modern  .Jewellery;  manufactured  liy  Mr.  G.  Ehni,  Stuttgart,  for  exj^ort  into  Havannali  and  Mexico. 


Xo.  31. 


Xo.  13.  Entrance  Gate  of  Pu))lic  garden  in  Mostagaiiem ,  Province  Oran,  Algiers. 
Designed  from  nature  Ity  Mr.  F.  Stadler,  Arclit.,  Zurich. 


Various. 


The  Slade  Collection  of  Ancient  Glass. 

The  Art  Journal,  referring  to  tlie  collection  of  Glas.s  hequea- 
thed  hy  the  late  IMr.  Slade  to  the  British  Museum,  ohserves  that 
in  immher.  tin.;  (dijicts  amount  to  about  a  tliousand,  and  among 
them  are  sjiec.-imeiis ,  from  the  earliest  attempts  at  glass  making, 
down  to  the  most  elegant  products  (jf  the  best  jjeriod  of  tlie  Vene¬ 
tian  manufacture,  when  line  Art  combined  with  mechanical  skill 
in  the  ]iroduetion  of  wliat  we  may  call  the  triumphs  of  the 
njanufaeture. 

The  lli'st  of  three  largo  cases  contains  principally  antique 
glass:  the  centre  is  filled  with  German  and  Dutch;  and  the  third 
is  devoted  to  ;i  dis])lay  of  the  most  exquisite  examples  of  Venetian. 
But  bciiutilid  as  tls.'se  :  re,  they  are  less  w’onderful  than  the  .\rabian 
viises,  which  tire  among  the  largest  in  the  collection,  being  at  the 
same  time  the  rarest,  ami,  consecpiently ,  the  most  precious.  The 
(jrnamentation  ol'  these  glass  vessels  is  the  most  elaborate  arabesque 
enamel.  In  Ibrm  they  are  by  ]io  means  so  elegant  as  the  Etruscan, 
nor  ilo  they  in  any  wise  emulate  the  grace  of  the  Venetian  manu¬ 
factures;  but  rcmembei'ing  the  people  that  jiroduccd  them  and  the 
date  of  their  production,  they  are  marvellous  exajuples  of  industrial 
,\rt.  Besides  tlnise,  in  the  same  category,  is  a  variety  of  small 
vessels  of  mouhled  glass,  which  have  been  founil  in  tond)S,  re- 
srmibling  lachrymatories  in  some  degree  —  but  used  for  unguents. 

.\mong  the  antiques  arc  some,  valuable  gem  rings,  the  settings 
of  which  look  old,  but  arc,  jicrhajis,  not  oi'iginal.  'Those  are  accom- 
jianieil  by  curiously  enajnelled  necklaces,  a  lai'ge  (q)al  glass  vase, 
numerous  small  vases,  utiguent  bottles,  lachrymatories  and  a  variety 
of  other  objects  of  interest  and  value.  It  is  at  once  remarkable 
that  we  are  instantly  impressed  by  the  salient  eharaeteristies  of 
the  Northein  and  Southern  nationalities  of  the  15t'',  16‘'‘,  and 


17t'',  centuries,  l:>y  a  single  glance  at  the  taste  and  design  displayed 
in  their  res])ective  manufactures.  There  is  a  German  glass  tankard 
of  iGti'  century  work,  presenting  a  baptismal  procession,  drawn 
witli  much  of  the  feeling  of  Albert  Dtirer;  also  a  cup  and  cover, 
with  enamelled  figures  of  the  17^'*  century;  a  Dutch  tankard,  richly 
ornamented,  having  the  crucifixion  as  a  principal  subject;  a  German 
goblet  (17t'‘  century),  with  a  ].)ortrait  of  a  lady  on  one  side  and 
a  coat  of  arms  on  the  other.  Among  the  Venetian  glass  there  is 
but  little  colour,  the  artists  having  been  content  to  entrust  their 
honour  to  the  safe  keeping  of  their  design,  which,  in  its  round  of 
variety;  exhausts  the  beautiful  in  form.  We  cannot  give  the  space 
to  a  description  of  this  valuable  collection  which  it  merits;  even 
one  of  its  objects  would  afford  subject  matter  for  a  chapter  of  des¬ 
cription  and  dissertation. 


Discovery  of  Antiquities. 

Some  soldiers  occupied  recently  in  making  a  trench  near 
Ilildesheim  discovered  a  mass  of  vases,  cups,  candelabra,  etc., 
about  fifty  in  number,  all  in  massive  silver,  and  of  which  the  work¬ 
manship  and  design  give  reason  to  suppose  that  they  were  pro¬ 
duced  in  the  time  of  Augustus  by  Greek  artists.  One  cup  is  de¬ 
corated  with  a  charming  chasing  in  relief,  representing  the  infant 
Hercules  strangling  the  snakes,  and  another  with  satyrs,  bacchantes 
and  attrilmtes  appertaining  to  Bacchus.  At  Rome  the  hidden  trea¬ 
sure  of  Pope  Sextus  Quintus  has  been  found  amid  the  ruins  of, 
a  vault ;  in  addition  to  considerable  sums  ol  money ,  the  treasure 
is  said  to  include  objects  of  art  of  great  value  or  interest. 
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Ancient  Knockers. 


(With  illustrations,  page  211.) 


Tlie  important  transformations  accomplished  in  the 
social  and  political  life  of  onr  age  as  opposed  to  the 
past,  the  thorough  change  which  our  views  on  intellec¬ 
tual  culture  and  customs,  on  public  and  private  life  have 
undergone ,  combined  with  the  increased  requirements 
of  comfort  and  luxury  could  not  but  modify  our  artistic 
taste  and  consequently  art  itself.  Very  seldom  indeed  do 
we  find  productions  of  former  periods  in  art  adapted 
to  modern  use  in  their  original  form;  especially  is  this 
the  case  with  regard  to  house  furniture  and  implements, 
which  present  one  of  the  most  difficult  hut  also  most 
grateful  tasks  of  the  Useful  Arts,  if  we  try  to  imbue 
ourselves  with  the  true  style  and  spirit  of  the  old  masters, 
combining  therewith  a  judicious  treatment  of  the  material, 
and  in  pursuing  this  path  aim  at  creating  works  at  once 
beautiful  and  perfectly  appropriate  to  the  customs  and 
requirements  of  the  day.  Many  changes  have  been  wrought 
in  this  branch  of  art  in  the  rapid  course  of  time,  several 
of  which  are  for  the  better,  although  perhaps  not  in  a 
purely  artistic  point  of  view;  for  the  levelling  tendency 
of  our  exertions  is  not  exactly  favorable  to  the  develo))- 
ment  of  Art-Industry  in  the  spirit  of  the  Middle-Ages 
and  Renaissance. 

Uniformity  is  the  most  dangerous  enemy  to  indivi¬ 
dual  and  original  conception  and  form  in  Art;  it  is  that 
which  the  artist  has  most  to  contend  with,  and  against 
which  he  has  to  employ  all  his  strength.  Many  a  piece 
of  furniture  or  utensil,  well-known  and  quite  indispen¬ 
sable  in  former  times,  is  now  almost  forgotten  and  has 
been  supplanted  by  numberless  ephemeral  productions 
and  fancy  articles,  which  in  their  turn  have  disappeared. 
Or  else  they  have  sunk  down  to  the  level  of  the  „  slop¬ 
shop"  goods  which,  made  by  the  dozen,  and  stripped  of 
the  original  artistic  form ,  are  devoid  of  true  beauty  and 
elegance,  thus  furnishing  insipid,  unsatisfactory  produc¬ 
tions  of  mere  utilitarian  character,  which  ffnd  admission 
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into  the  household  amongst  all  the  different  classes  of 
society  merely  through  the  single  recommendation  of  their 
cheapness. 

The  knocker,  once  the  ornament  of  almost  every 
door  during  the  Middle-Ages  and  Renaissance,  has  not 
been  sjiared  a  similar  lot.  These  graceful  creations  of 
many  an  artistic  mind,  often  the  charming  centre-piece 
of  the  decorative  device  of  a  door,  are  highly  interesting 
by  their  excellent  motives ,  the  main  features  of  the 
design.  Today  nothing  remains  of  all  this ;  quite  plain 
where  we  still  find  them,  they  have  had  in  many  in¬ 
stances  to  give  place  to  the  bell  or  the  pneumatic  or 
electric  apparatus  with  its  plain  round  button  for  means 
of  communication  and  sign  of  existence,  an  apparatus 
which,  no  doubt,  answers  its  imrpose  much  better  by 
the  shrill  sound  of  the  bell  than  by  the  heavy  thumps  of 
the  bronze  knocker  on  the  massive  metal-mounted  door. 

If  we  consider  attentively  the  extant  specimens  of 
this  article  which  show  so  much  variety  and  beauty  of 
ornamental  and  figure-subjects,  Ave  observe  tAvo  principal 
groups,  determined  by  the  material  and  manufacture, 
Avhich  mark  the  chief  features  of  the  style  and  tendency  of 
metal-Avorks,  viz.,  that  of  Avrought  iron  and  bronze.  We 
are  particularly  rich  in  Avorks  of  the  first  category  and  the 
elaborate  skill  and  dexterity  evinced  in  mediaeval  smith- 
Avork  is  Avell  knoAvn.  This  department  in  art  Avhich  ap¬ 
pears  so  limited  in  its  range  can  shoAv  hoAvever  Avorks 
Avhich  Avill  rank  amongst  the  first  in  the  history  of  the 
Useful  Arts,  both  on  account  of  their  intrinsic  value 
Avhich  they  derive  directly  from  the  master’s  hand,  and 
of  the  boldness  and  elegance  in  the  treatment  of  the 
material  by  Avhich  they  are  distinguished. 

The  typical  feature  of  the  Avrought  knocker  is  na¬ 
turally  the  ring,  this  being  not  only  the  means  of  com¬ 
munication,  but  also  the  handle  for  moving  the  mas¬ 
sive  door  itself.  The  ring  suspended  from  some  floral 
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ornament  is  marked  by  bold  mouldings,  or  the  com¬ 
position  is  more  elaborate  in  design,  showing  two  inter¬ 
laced  snakes  or  dragons  devouring  each  other.  During 
the  later  period  of  the  fourteenth  and  fifteenth  centuries 
the  ring  is  flatter  and  broader,  finishing  in  a  point  to¬ 
wards  its  lower  end  and  often  decorated  with  Flamboyant 
tracery.  Here  again  we  meet  Avith  that  incongruity 
by  Avhich  Gothic  Art  was  often  marked,  viz.,  the  imi¬ 
tation  of  purely  architectonic  forms  in  the  creations  of 
the  Useful  Arts.  For  it  is  certainly  not  beautiful,  nor 
can  it  be  in  any  way  justified,  if  the  ring  of  a  door 
handle  is  filled  in  with  simulated  Avindow  tracery. 

The  contours  of  the  tracery  Avere  frequently  relieved 
by  red  or  blue  parchment,  or  cloth  placed  behind  the 
pierced  ground,  traces  of  which  are  often  found  in  an¬ 
cient  Avorks  of  that  age.  On  the  decline  of  Gothic  Art, 
during  the  time  of  Mediseval  extravagance,  Avhen  con¬ 
ventional  tracery  and  mullions  degenerated  into  natural 
ramifications  and  scroll-Avork,  the  knocker  Avas  of  course 
subjected  to  a  similai'  treatment.  FolloAving  the  ten¬ 
dency  of  late  Gothic  Art  it  Avas  sometimes  transformed 
into  a  mere  architectural  structure  taking  at  one  time 
the  shape  of  a  hook  affixed  to  mountings  decorated  Avith 
tracery,  at  another  even  that  of  a  Avhole  toAver  Avith 
liattlements  and  parapets.  The  simple  metal  floAver  or 
floral  ornament,  Avorked  from  a  sheet  of  malleable  iron 
either  flat  or  embossed,  is  generally  very  beautiful  in 
design,  and  in  its  pure  outlines  and  excellent  disposition 
of  the  main-lines  of  very  good  effect. 

Italy  especially  has  to  shoAV  many  excellent  crea¬ 
tions  of  the  metal-AVorker;  Siena  and  Florence,  in  the 
Avell-knoAvn  door-handles  and  torch-holders  of  the  palaces 
Strozzi  and  Guadagni  ])y  Caparra,  preserve  Avorks  Avhich 
by  their  elegant  mouldings  and  tlie  repose  of  the  masses 
are  characteristic  specimens  of  the  early  period  of  the 
Renaissance  then  just  daAvning,  Avhile  they  exhibit  still 
the  Mediaeval  treatment  of  the  material.  The  ring  of 
the  Guadagni  })alace,  the  door  of  Avhich  like  those  of 
almost  all  tlie  Florentine  ])alaces  was  protected  by  great 
nails  against  the  strikes  of  the  besieger’s  axe,  is  en¬ 
riched  Avith  dragons  whose  severe  conventional  contours 
ai'c  merely  beaten  into  the  surface  Avithout  affecting  the 
main-lines. 

Italian  bronze  castings  are  still  A^ery  superior  speci¬ 
mens  of  Avorks  of  that  kind.  The  revival  of  the  an- 
tii|ue,  and  the  improvement  and  refinement  of  design  and 
Avorkmanshi])  acted  iq)on  the  artist  as  a  powerful  stimu¬ 
lant  for  the  ex(!rcise  of  his  ci'eative  ])OAver,  and  for  la¬ 
vishing,  in  noble  emulation,  the  rich  fi'uit  of  his  imagi¬ 
nation  even  on  comparativ(‘ly  insignificant  objects. 

The  early  Renaissance  pe.riod  on  the  avIioIc  ])reserved 
the  form  of  the  ring,  as  shown  by  numerous  s])ecimens 
on  the  doors  of  many  bouses  of  almost  all  Italian  toAvns, 
and  on  gates  of  churches  and  sacristies,  the  door-handle 
of  Sta.  Croce  pulpit  being  an  excellent  example  of  simple 
beauty  and  elegance. 


The  greater  part  of  these  productions  date  from  the 
later  Renaissance  period  up  to  the  sixteenth  and  seven¬ 
teenth  centuries;  an  epoch  in  Avhich  mannerism  already 
fettered  High  Art,  but  in  Avhich  also  fresh  impulse  and 
development  Avere  lent  to  the  Useful  Arts  and  especially 
to  the  manufacture  of  bronzes,  mastering  the  accomplish¬ 
ment  of  every  possible  task.  For  although  Ghiberti  bad 
previously  reached  the  highest  degree  of  excellence  in 
the  treatment  of  relief  metal  Avork,  the  casting  of  sta¬ 
tuary  Avork  Avas  brought  to  perfection  by  the  masters  of 
a  later  period  only,  of  Avhich  class  Giovanni  da  Bologna 
may  be  cited  as  the  best  representative. 

It  is  true  that  only  few  knockers  still  extant  can 
be  ascribed  to  him;  still  he  Avas  the  centre  of  a  set  of 
artists  to  whom,  Avorking  in  the  same  spirit,  Ave  owe 
many  excellent  productions.  The  artistic  conception  of 
these  Avorks  is  generally  characterised  by  the  grouping 
of  human  and  animal  figures,  of  masks  and  emblems 
into  the  shape  of  a  ring,  or  freely  combined  in  some 
other  arrangement,  in  Avhicli  particular  regard  Avas  paid 
to  the  considerable  Aveight  necessary  for  the  functions  of 
the  knocker.  Two  Avinged  syrens  arranged  as  a  ring, 
or  dolphins  and  amorini  of  very  charming  design,  form 
the  graceful  motives  on  Avhich  the  imagination  of  the 
artist  has  seized  for  the  exercise  of  his  skill.  A  lion 
Avith  tAvo  eagles,  rams’  heads,  and  Avreaths  of  fruit  and 
floAvers  form  the  decorative  device  of  a  s])ecimen  at  Bo¬ 
logna,  a  coAvering  satyr  on  a  bracket  that  of  another 
at  Padua,  a  Venus  Avith  tAvo  amorini  mounted  on  dol¬ 
phins  that  of  a  third  in  Capo  d’Istria.  The  celebrated 
knocker  from  the  Pisani  palace  at  A^enice  representing 
Neptune  holding  the  trident,  and  tAvo  rampant  sea-horses 
is  repeatedly  chosen  by  the  artist  as  subject  for  his 
creation;  Ave  find  it  also  amongst  the  sketches  of  Perin 
del  Vaga  avIio  added  floAving  drapery  to  the  figures  in 
his  composition. 

Bologna  and  Ferrara  are  rich  in  handsome  knockers, 
the  door  of  almost  every  palace  and  house  exhibiting 
this  ornament.  The  loggias  of  the  streets  of  these  tOAvns 
show  a  variety  of  these  bronze  castings,  although  of  course 
the  style  of  manufacture  alloAved  and  aided  the  multipli¬ 
cation  of  favorite  specimens.  The  same  hand  that  devised 
the  knocker  has  often  decorated  the  Avhole  door,  and 
principally  the  lock-plate  gives  frequent  occasion  for  the 
display  of  the  artist’s  fancy,  being  enriched  noAv  with 
some  beautiful,  cbaracteristic  mask,  noAV  Avith  some  ani¬ 
mal’s  bead  Avith  Avide-opened  jaAvs. 

The  careful  examination  of  this  comparatively  un- 
inqiortant  object  has  shoAvn  how  a  period,  in  which  ar¬ 
tistic  genius  Avas  Inghly  valued,  and  true  art  and  its 
tendencies  understood,  and  supported  by  the  people  at 
large,  and  cultivated  Avith  innate  national  taste,  produced 
genuine  Avorks  of  art,  combining  fitness  of  purpose  with 
beauty  of  form :  Imbued  with  the  same  principles  we 
may  achieve  similar  results. 
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Fig.  1.  From  the  Strada  San  Stefano,  Bologna. 

*  2.  »  »  Bevilaqua  Palace,  Bologna. 

*  3.  »  »  Strada  delle  Asse,  Bologna. 

*  4.  »  »  Borgo  S.  Croce,  Florence. 


Fig.  5.  From  the  Austrian  Museum. 

*  *  ”  Strada  delle  Asse,  Bologna. 

*  "■  "  *  Strada  San  Mamolo,  Bologna. 

’  »  Pulpit  door  of  S.  Croce,  Florence. 
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Specimens  of  Ornamentation. 


Nu.  ‘6. 


\o3.  1 — 3.  Sc])ulchral  Moiinmont  of  Pietro  Noccto,  l)y  M.  Civitale  in  Lucca  Cathedral;  Sixteenth  Century. 

S').  1.  Front  Llevation.  —  Nos.  2,  and  ?>.  Details  of  Pedestal  and  Cornice;  V'5  of  real  size.  —  The  monument,  executed  in  white 
inarlde  is  inlaid  with  j)orphyry,  indicated  hy  the  dai'ker  shading  in  No.  1,  the  ground  of  figures  of  semicircle  being  serpentine.  The 
ornaments,  frieze  and  capitals  picked  out  in  gold :  the  candelabrum  surmounting  the  whole  entirely  gilt. 
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No,  4. 


No.  5. 


lyjyyisji^^ 


No.  6. 


Nos.  4 — 6.  Vertical  and  horizontal  Border  Patterns  for  Apartments. 
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No.  11. 


11. 


No.  9.  No.  10. 

Modem  Surface  Ornament  ,  executed  on  opaciuo  glass  hy  Messrs.  J.  and  L.  Lobmeyr,  Vienna.  —  The  dotted  parts  of 
design  representing  gold,  the  horizontal  shading  light  blue,  the  dark  shading  vermillion. 
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No.  12.  No.  13. 


No.  14. 


Nos.  12—14.  Flower-pots,  Vases,  and  Fruit-stand  in  crystal  with  metal  mounts;  '/2  of  real  size;  executed  by  Messrs.  J.  und  L.  Lob 

meyr,  Vienna. 


the  fjround-color  of  the  leather, 
(irnaments  in  blank  being  gilt. 
Back  of  cover,  No.  16,  shows  5 
divisions  or  compartments. 


No.  15. 


\os.  1.5  aiirl  16.  Bcjokcovei';  liy 
MM.  I’f;tit  (t  Massard,  Baris,  ’fin', 
dark  jiai'ts  of  df!sign  in  I'i'd  heather, 
the  vertical  shading  representing 


No.  16. 
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No.  17.  No.  18. 


Nos.  17 — 1!).  Arm-chair  in  Modern  Gothic.  M.  P.  Benard,  Archt.,  Paris. 

The  ornaments,  either  incised  or  inlaid,  may  partly  lie  omitted,  as  shown  hy  details.  No.  5  of  Supplement. 
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Nos.  20—22. 


Nos.  20 — 22.  Was) ihand -stand  with  Pier-glass.  Mr.  Eehlender,  Archt.,  Berlin. 

The  chamfers  and  ornamental  parts,  in  opposition  to  the  polish  of  the  furniture  in  light  ash,  are  mat,  the  latter  being  partly  surface 
ornament,  partly  carved,  the  flowers  especially  deeply  sunk.  The  plan  shows  two  projecting  corner  brackets  for  placing  toilet-objects. 
A  tap  projecting  from  mouth  of  mask  under  glass  throws  the  water  into  the  basin.  The  slab  is  marble,  the  mask  and  ornament 

bronzed  zinc.  For  details  see  Supplement  Nos.  1  and  2. 
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No.  25. 


No.  26. 


Nos.  23 — 26.  Cane-bottom  and  Stuffed  Chairs,  Mr.  Rehlender,  Archt. ,  Berlin. 

The  chairs,  belonging  to  the  same  set  as  Nos.  20 — 22,  are  executed  in  the  same  style.  Details  in  Nos.  3  and  4  of  Supplement. 
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Nos.  27  and  28. 


Nos.  27  and  28.  Centre  and  Cornerpieces  for  Stucco  Ceiling.  Mr.  A.  TcBi)fer,  Augsburg.  The  color,  indicated  by  the  shaded  parts 
is  but  sparingly  used,  being  merely  intended  to  set  off  the  plastic  forms  of  the  ornaments  by  a  warm  tint. 


No.  29. 
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No.  37. 


Nos.  37  and  38.  Sepulciiral  Stone,  Mr.  M'olanek,  Vienna. 
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No.  39. 

No.  39.  Bronze  Chandelier,  executed  liy  Mr.  D.  Hollenbach.  Vienna. 


Various. 


Historical  Notes  on  Earthenware. 

Amongst  the  various  branches  of  the  potter’s  art,  that  of 
preparing  fine  earthenware  was  certainly  discovered  last,  and  may 
be  termed  modern  in  comparison  with  the  more  common  or 
enamelled  productions. 

Clay-wares  composed  of  a  soft,  porous,-  calcareous  mass,  covered 
with  enamel ,  were  first  made  by  the  Arabs ,  and  introduced  by 


them  into  Spain.  The  celebrated  Palace  of  the  .Alhambra,  built 
in  the  year  1273  by  Mohamed  Ben  Alhamar,  is  profusely  decorated 
with  tablets  of  earthenware,  and  with  urns  of  the  same  substance. 
A  knowledge  of  earthenware  was  first  introduced  into  Italy  by  the 
Arabs  (1415);  but  it  appears  that  the  manufacture  of  pottery  was 
discovered  independently  bj’  the  Florentine  sculptor.  Lucca  della 
Robbia  (1338  to  1430),  who  cultivated  it  with  great  assiduity  and 
success,  as  a  means  of  embodying  artistic  conceptions.  A  grand- 
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child  of  Lucca  carried  the  art  of  his  ancestor  into  France,  about 
the  year  1530,  where  it  sunk  into  oblivion,  until  it  was  again 
revived  about  the  year  1560,  by  Bernhard  de  Palissy,  who  endea¬ 
voured  to  imitate  the  Italian  models.  About  the  same  time  (1520), 
earthenware  vessels  were  made  at  Nuremberg,  while  the  celebrated 
works  at  Delft  in  Holland  were  established  in  the  year  1660.  It 
is  lastly  well  authenticated  that  enamelled  earthenware  was  manu¬ 
factured  in  Persia  in  the  17^'  century. 

Specimens  of  fine  French  earthenware  are  said  to  be  in  exi¬ 
stence  dating  from  the  time  of  Henry  It.,  therefore  in  the  l6t'‘  cen¬ 
tury;  but  the  real  starting  point  of  this  branch  of  the  manufacture 
of  pottery,  for  which,  from  its  gradual  development,  no  definite 
period  can  be  fixed,  is  much  later,  and  in  its  present  form  is 
decidedly  of  English  origin.  The  use  of  ground  quartz  was  first 
introduced  by  Th.  Astbury,  in  the  beginning  of  the  IS*''  century. 
He  observed  that  flint  became  white  when  calcined,  and  employed 
it  as  a  means  of  bleaching  or  rendering  pottery  white.  The  com¬ 
munication  of  color  to  the  glaze  was  introduced  by  Sadler  and 
Green;  the  cream  colored  ware  was  discovered  by  Enoch  Wood; 
but  the  real  founder  of  English  potteries  (1730  to  1795)  was  the 
celebrated  Josiah  Wedgwood.  He  established  in  the  year  1770 
the  village  of  Etruria,  and  by  his  own  discoveries,  taste,  and  in¬ 
dustry,  completely  remodelled  and  greatly  extended  this  branch 
of  industry. 

The  name  Fuijcnce,  which  is  given  to  this  kind  of  ware 
abroad,  is  derived  from  the  town  of  Eaenca,  in  Italy.  The  older 
denomination,  Majolica,  which  was  applied  to  Italian  earthenware, 
is  believed  to  be  a  corruption  of  the  name  Majorca,  one  of  the 
Balearic  Islands. 


Preservation  of  Wood. 

Many  attempits  have  been  made  to  increase  the  durability  of 
wood  by  the  injection  of  certain  solutions,  espiecially  that  of  sul¬ 
phate  of  copiper.  On  this  subject  the  Academy  of  Sciences  has 
received  an  interesting  piapier  by  M.  iMaurice  Boucherie.  He  states 
that,  when  piropierly  effected,  the  injection  of  the  above-mentioned 
solution  is  always  lieneficial;  and  that  the  best  way  to  pierform 
it  is  liy  displacing  the  sapi  and  tlien  letting  the  wood  dry  in  the 
air.  To  prove  this  assertion,  M.  Boucherie  sent  in  with  his  piapier 
a  few  samples  of  railway  sleepiers  laid  down  in  1847,  after  being 
prepared  in  the  way  mentioned.  They  had  been  taken  upi  but  a 
short  time  ago,  and  in  excellent  pireservation.  They  were  found 
to  be  harder  to  saw  than  any  common  dry  wood;  their  resistance, 
was  equal  to  that  of  green  wood,  and  their  elasticity  had  been 
])reserved  unimpaired.  Our  author  contends  however,  that  it  is 
not  the  excess  of  sulphate  of  copper  to  which  they  owe  their  ex¬ 
cellence  but  to  the  combination  of  oxide  of  copipier  with  the  cel¬ 
lulose  of  the  wood.  'I'o  show  the  truth  of  this,  he  remarks,  that 
if  the  latter  material,  or  linen  or  cotton  cloth,  be  impregnated 
with  cupjric  solutions,  and  afterwards  washed  in  much  water  until 
noTie  of  the  metal  salt  be  left,  it  will  nevertheless  be  found  that 
sueli  substances  will  remain  uninjured,  however  long  they  may  lie 
buried  in  the  earth;  and  that  if  they  be  afterwards  treated  with 
ammonia,  oxide  of  copjpier  will  be  obtained  from  them.  It  is  well 
known  that  the  continual  contact  of  the  iron  chair  with  the  slee- 
jiers  is  injurious  to  the  wood,  and  yet  in  the  present  case  it  has 
not  been  so,  the  wood  having  been  used  wlien  perfectly  dry,  after 
being  saturated  with  the  copiper  solution.  The  latter  is  rarely 
absorbed  if  the  wood  contai?i  more  than  six  pier  cent,  of  sulpihate 
of  iron.  Galignani. 


Oil  Painting  upon  Zinc. 

Every  piaintor  is  aware  of  the  difficulty  expiei’ienced  in  making 
oil  colors  adhere  to  articles  of  sheet  zinc.  Brof.  Bcettger,  however, 
has  recently  jmblished  a  pirocess  by  which  it  is  stated,  that  the 
desireil  result  can  be  accomplished,  this  pirocess  consisting  in  the 
previous  ap|jlieation ,  by  means  of  a  hard  brush,  of  a  moi’daiit, 
eomposcil  of  one  jjart  of  chloride  of  copijier,  one  piari  of  nitrate 
of  eopjier,  one  piart  of  sal  ammoniac,  and  sixty-four  parts  of  water, 


to  which  is  afterwards  added  one  part  of  hydrochloric  acid.  The 
zinc  turns  of  a  deep  black  immediately  after  the  appdication, 
changing  after  drying  (twelve  to  twenty  four  hours)  to  a  dirty 
black,  greyish-white  shade,  upon  which  any  oil  color  once  applied 
will  adhere  with  the  greatest  tenacity. 


Practical  Kecipes. 

Whitewash  for  Outside  Work.  —  Take  of  good  quicklime 
half  a  bushel,  slack  in  the  usual  manner  and  add  one  pound  com¬ 
mon  salt,  half  a  piound  of  sulphate  of  zinc  (white  vitriol),  and  one 
gallon  of  sweet  milk.  The  salt  and  the  white  vitriol  should  be  dis¬ 
solved  before  they  are  added,  when  the  whole  should  be  thoroughly 
mixed  with  sufficient  water  to  give  the  piroper  consistency.  The 
sooner  the  mixture  is  then  apiplied  the  better. 

To  Make  a  Pure  Caramel.  —  The  commercial  caramel  is  a 
solution  of  burnt  sugar  in  water.  It  is  rarely  pure,  often  con¬ 
taining  undecompiosed  sugar  and  bitter  compjounds  generated  during 
the  heating  process.  To  purify  its  solution,  it  should  be  filtered 
and  alcohol  added  until  no  pirecipitate  is  thrown  down.  The  preci¬ 
pitate  is  a  dark  brown  piowder,  in  many  instances  almost  black, 
and  is  pmre  caramel,  soluble  in  water,  but  insoluble  in  alcohol. 

To  Fill  Holes  in  Iron  Castings.  —  Sulpihur  one  part,  sal- 
ammoniac  two  parts,  piowdered  iron  turning  eighty  parts,  make 
into  a  thick  piaste  with  water  immediately  before  using.  The  ma¬ 
terials  should  also  be  kept  separate  until  the  time  they  are  wanted. 

Scientific  American. 


New  Tube  Well. 

The  New  South  Wales  correspiondent  of  the  Times,  dating 
from  Sidney,  spieaks  of  a  tube  well,  which  be  considers  superior 
to  the  “Abyssinian”.  The  tube  to  be  sunk,  instead  of  being  shod 
with  a  steel  point  and  pnerced  with  holes,  is  quite  open  at  the 
bottom,  and  piossesses  a  free  cutting  circumference  in  contact  with 
the  ground.  It  may  be  sunk  through  the  solid  rock.  When  this 
is  encountered,  a  jumpier  is  used  inside  the  first  tube,  and  this 
having  piretty  free  motion  within  the  tube  makes  a  way  of  larger 
circumference.  For  quitting  the  rubbish  a  tubular  jumpier  is  used, 
which,  when  filled  with  material,  is  withdrawn  and  emptied. 


To  Clean  Silver  Plate. 

Fill  a  large  saucepian  with  water;  put  into  it  one  ounce  of 
carbonate  of  piotash  and  a  quarter  of  a  piound  of  whiting.  Now 
pint  in  all  the  spioons,  forks,  and  small  pilate,  and  boil  them  for 
twenty  minutes;  after  which  take  the  saucepian  off  the  fire  and 
allow  the  liquor  to  become  cold ;  then  take  each  piece  out  and 
polish  with  soft  leather.  A  soft  brush  must  be  used  to  clean  the 
embossed  and  engraved  piarts.  Piesse. 


Black  Coloring  for  Zinc  and  Brass. 

In  order  to  obtain  a  durable  black  color  for  zinc  work,  clean 
the  object  with  a  mixture  of  finely  piowdered  quartz  and  sulphuric 
acid,  then  dipi  it  in  a  solution  of  4  piarts  ammoniacal  sulphate  of 
nickel  and  40  piarts  vvater  to  which  add  1  piart  sulphuric  acid ; 
after  a  few  moments’  immersion  the  object  must  be  well  washed 
and  dried.  The  black  coat  adheres  pierfectly  to  zinc,  while,  if  ob¬ 
tained  by  means  of  nitrate  or  chloride  of  copper,  it  is  not  durable. 
If  the  object  is  scratched  with  a  wire-brush  it  takes  a  beautiful 
bronze  color. 

In  order  to  give  a  fine  black  stain  to  brass-work,  dip  it  in  a 
liquid  heated  to  122“  F.,  and  composed  of  ‘/2  part  arsenic  acid, 
1  piart  hydrochloric  acid,  20  piarts  water  and  V*  part  sulphuric 
acid,  after  which  wash  and  dry  it  well.  If  the  object,  while  in  this 
mixture,  is  touched  with  a  cylinder  of  zinc,  the  electric  current 
thereby  piroduced  accelerates  the  depiosit  of  the  coat  of  reduced 
arsenic. 


Prof.  W.Baumer  ,  I.Schnorr  ahd  Others. 
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Ornamental  Iron-work. 

By  Mr.  Jacob  Falke. 


Of  all  the  branches  of  modern  Art-Industry,  none 
perhaps  has,  in  an  artistic  point  of  view,  been  so  neg¬ 
lected,  as  ornamental  Iron-work.  This  neglect  is  indeed 
only  of  recent  date;  for  the  wrought  grilles,  gates  and 
railings  of  our  gardens  and  palaces,  as  well  as  other 
buildings,  bear  witness  that  the  taste  and  tendencies  of 
past  periods  of  art  up  to  the  i)resent  century  attached 
great  value  to  elaborately  Avrought  Iron-Avork.  Neverthe¬ 
less  it  seems  to  have  been  lately  su})planted  to  a  large 
extent  by  cast  iron.  Still  the  latter  Avill  never  replace 
Avrought  iron,  either  in  respect  of  its  characteristic  quali¬ 
ties,  or  the  particular  style  of  ornamentation  of  Avhich  it 
is  susceptible;  for  iiotAvithstanding  the  numerous  attempts, 
more  or  less  successfid,  Avhich  have  recently  l)een  made 
to  appropriate  cast-iron  for  Avorks  of  art,  it  has  proved 
altogether  rebellious  to  a  truly  artistic  treatment.  To 
day,  Avhen  the  tendencies  of  reform  in  Art-Industry  begin 
to  aAvake  a  reneAved  interest  for  Iron-work,  it  Avill  seem 
appropriate  to  take  a  short  retrospective  vieAV  of  its 
history  in  art,  to  consider  its  various  styles  of  ornamen¬ 
tation,  and  to  examine  hoAv  far  Ave  may  now  protit  l)y 
it,  and  turn  it  to  good  account. 

The  history  of  ornamental  Iron-Avork  is  of  recent 
date  for  us  in  Europe.  The  pei’iod  of  its  highest  deve¬ 
lopment  commences  Avith  the  craft  of  the  amourer,  Avhich, 
in  originating  and  perfecting  plate-armour  in  the  course 
of  the  fifteenth  century,  Avas  timly  elaborated  into  an 
art.  It  is  true  that  the  excavations  of  tombs  of  the 
Merovingian  period  shoAv  iron  ornaments  for  personal 
use,  elegantly  mounted  and  enriched  Avith  silver;  hut 
this  style  of  Avorkmanship,  Avhich,  as  it  Avould  seem,  soon 
disappeared  in  Europe,  Avas  most  likely  an  ancient  in¬ 
heritance,  the  home  and  origin  of  Avhich  might  he  traced 
to  Asia  where  it  is  still  extensively  practised,  as  it  pro¬ 
bably  has  been  from  the  most  remote  times. 

With  the  exception  of  sword-hlades,  simple  casques, 
etc.,  the  early  mediaeval  period  has  handed  doAvn  hut 
few  specimens  of  Iron-Avork,  and  only  a  very  small 
number  of  them  can  be  ranked  as  AVorks  of  art.  Where 
iron  might  have  been  suitably  employed  Ave  find  it  fre- 
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quently  replaced  by  brass  and  bronze,  e.  g.,  knockers, 
of  various  form  and  design,  bronze  lions’  heads,  etc., 
still  extant.  There  are  hoAvever  still  some  specimens 
of  ornamental  Iron-Avork  of  high  artistic  value  in  the 
Romanesque  style  and  Early  Gothic,  the  most  remark¬ 
able  of  Avhich  are  perhaps  the  door -hinges  of  Notre- 
Dame  at  Paris,  of  the  second  half  of  the  tAvelfth  century. 
These  consist  of  Avrought-iron  hands,  rather  massive 
and  thick  in  ])ro})ortion,  and  Avorked  Avith  admirable 
precision  and  elegance,  the  main  stem,  from  the  head 
of  the  hinge,  throAving  oft"  interlaced  branches  Avhich  groAV 
into  most  elaborate  and  graceful  scroll  Avork ,  leaves, 
and  floAvers,  interspersed  Avith  all  sorts  of  birds  in  differ¬ 
ent  positions.  They  extend  over  and  coAmr  almost  the 
AA'hole  door,  forming  one  great  ornament  of  exquisite 
ari'angement  and  design,  and  at  the  same  time  of  great 
strength  and  solidity,  and  representing  a  most  appropriate 
and  cliarming  enrichment.  To  heighten  the  effect,  all  the 
iron  Avas  formerly  gilt,  the  ground  being  red  (see  fig.  Ij. 

The  technical  and  artistic  principles  to  Avhich  ex¬ 
pression  is  given  by  the  Iron-Avork  of  the  door  of  Notre- 
Dame  Cathedral  Avas  faithfully  perpetuated  and  further 
developed  by  Gothic  art,  through  many  examples  of  great 
richness  and  beauty  of  form.  They  all  shoAv  a  true 
understanding  of  the  characteristic  property  of  Avrought 
iron,  namely  that  of  stretching  and  extending  under  the 
hammer.  In  proportion  as  the  iron  bars  are  flattened 
and  beaten  under  its  strokes,  they  are  separated  length- 
Avays  into  tAvo  or  more  bands  and  branches,  starting 
from  the  middle,  and  extending  more  and  more  over  the 
surface.  The  ends  receiving  the  same  treatment,  the 
Avhole  forms  an  ornament  of  great  richness  and  elegance, 
the  extremities  sometimes  enriched  Avith  curls  and  leaves, 
ocasionally  Avith  animals’  heads,  etc.,  as  pointed  out  in 
the  specimen  above  referred  to. 

It  Avould  he  difficult  to  find  an  example  in  the 
thirteenth  and  fourteenth  centuries  Avhich  could  bear 
comparison  Avith  the  doors  of  Notre -Dame  in  regard 
to  beauty  of  invention,  brilliancy  of  effect,  and  precision 
of  Avorkmanship.  During  the  fifteenth  century  the  per- 
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fection  attained  in  the  art  of  the  armourer  could  not  hut 
influence  that  of  the  smith  and  metal  worker,  in  conse- 
(|uence  of  which  ornamental  Iron-work  and  its  manufacture 
received  a  more  extensive  and  manifold  development,  and 
a  more  delicate  treatment  and  execution.  The  bands  and 
branches  growing  into  a  most  elaborate  and  graceful  scroll¬ 
work  of  regular  design  and 
form,  stamped  with  ribs  and 
veins,  show  a  more  exact 
rendering  of  vegetable  types. 

To  enhance  the  effect  by  light 
and  shade  they  were  partly 
embossed  and  hammered 
from  the  under  surface,  ad¬ 
ding  to  the  flat  treatment 
the  life  and  play  of  relief 
work.  The  gilding,  used  in 
Norman  or  Homanesqiie  sty¬ 
le  was,  for  more  delicate 
work,  replaced  ])y  tinning, 
rendering  the  ornament  liril- 
liant  like  silver,  relieved  by 
red  or  blue  ground  of  parch¬ 
ment,  leather  or  simply  paint. 

The  same  decoration,  which 
owed  its  origin  to  the  manu¬ 
facture  of  door-hinges,  was 
adopted  for  all  sorts  of  smith- 
work,  framing  the  cases  of 
locks,  mounting  their  cor¬ 
ners,  or  covering  them  with 
pierced  ornament.  Particu¬ 
larly  finials,  and  escutcheons 
<jn  which  the  knocker  or  ring- 
handle  was  tixed  show  a  })ro- 
fusion  of  ornament  of  asto¬ 
nishing  Ijeauty  and  great  de¬ 
licacy  of  execution  (see  tig.  2). 

This  style  of  ornamen¬ 
tation,  although  the  most 
freipient,  does  not  apply  to 
all  tlie  works  of  art  in  Iron¬ 
work  of  (Tothic  date.  Just 
as  fiothic  art,  in  its  degene¬ 
rating  c()urse  during  the 
tifteentli  century,  forced  its 
purely  ;irchitectonic  orna¬ 
ment,  especially  ti-acery,u])on 
other  branches  of  art,  j)arti- 
culai'ly  to  that  of  the  gold- 
smitli,  so  also  Ii'ou-work,  of¬ 
ten  intimately  combined  with 
.\i’cliit(!cture,  did  not  (!sca])e.  Escutcheons  of  knockers 
were  transfoi’ined  into  (lothic  I'ose-windows;  locks,  and 
mountings  of  doors  and  other  objects  were  eni'iched  with 
a,  variety  of  ])innacles,  crockets,  tinials  and  window-t)’acerv, 
often  Fhmdioyant  in  style  and  design,  nay  sometimes 
like  niiniatui'f'  chuiches  surmounted  by  tabernacle- work, 
buttresses,  gable-ends,  etc.  This,  certainly,  is  by  no  means 
a  cominendable  treatmeiff  even  foi'  modej'ii  (lothic  buil¬ 


dings.  Also  the  rich  mouldings,  panelling,  and  featheilngs 
which  were  so  extensively  seen  in  ornamental  wood  car¬ 
vings  of  the  period  were  all  imitated  in  Iron-w(jrk,  formed 
into  locks,  door-handles,  etc. 

With  the  new  style  in  Architecture  the  sixteenth 
century  brought  also  a  new  style  of  ornamentation  for 

smith-work.  Foi'  more  im- 
l)ortant,  objects  hammered, 
or  repoKsse  work  was  still 
l)referred,  and  for  a  long 
time  even  in  great  favour. 
Flspecially  gates,  rails,  grilles 
ffjr  the  upi)ei’  parts  of  arched 
doors,  open  screens,  etc., 
were  wrought  with  great 
skill  and  solidity,  the  orna¬ 
mental  motives  being  formed 
of  small  bars,  turned  into 
scrolls,  throwing 
off'  tendrils,  continually  inter¬ 
lacing  and  crossing  each 
other,  and  forming  new  spi¬ 
rals  and  scrolls,  rivetted 
together,  with  bold  flowers 
and  leaves,  interspersed  so¬ 
metimes  with  bi}’ds  or  othei' 
animal  types,  and  even  small 
human  figures.  Naturally 
enough  the  execution  of  these 
objects  in  a  material  not  very 
appropriate  to  such  delicate 
work  is  rather  coarse,  and 
the  whole  must  he  considered 
as  mere  specimens  of  decora¬ 
tion.  Other  objects  Avhich 
allowed  free  scope  to  the 
inventive  genius  and  skill  of 
the  art- worker  were  the  ar¬ 
matures  of  wells,  and  the 
iron-work  of  windows,  which, 
on  the  ground-floor  espe¬ 
cially,  were  often  comple¬ 
tely  secured  with  elaborate 
screen-work.  The  heads  of 
the  stanchions  were,  from 
the  beginning  of  the  seven¬ 
teenth  century ,  frequently 
enriched  with  flowers  and 
finials  of  hold  design,  affor¬ 
ding  great  variety  of  form, 
which  soon  became  very  favo¬ 
rite  ornaments,  used  for  all 
sorts  of  purposes,  as,  e.  g.,  for  hell-pulls  in  old  houses 
which  are  seen  in  many  places  of  Upper-Austria.  The 
style  of  ornamentation  changing  with  the  ever-varying 
taste  of  the  period,  the  heads  of  stanchions  and  other 
decorative -features  of  railings,  screens,  etc.,  receded 
during  the  eighteenth  century  all  the  overcharged  and 
capricious  scrollwork,  which  marks  the  Rococo  period. 
Nevertheless  we  cannot  withhold  our  admiration  of  the 


Fig.  1. 

Door-hinges  from  Notre-Darae,  Paris. 
Twelftli  century  work. 


spiral-like 


Fifteenth  century  work. 
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creations  of  that  advanced  date,  which,  taken  by  them¬ 
selves  and  independently  of  style,  present  most  remarkable 
and  astonishing  works.  They  are,  if  not  in  form  yet  in 
invention  and  workmanship, 
the  natural  expression  of  true 
taste  and  breadth  of  design. 

Many  household  articles 
in  iron,  used  in  those  centu¬ 
ries,  particularly  utensils  for 
lighting  and  heating,  origi¬ 
nated  under  the  hainmei-.  In 
Italian  palaces  from  the  fif¬ 
teenth  century  we  still  find 
splendid  standards  and  torch- 
holders,  which,  Avithout  par¬ 
taking  too  much  of  the  archi¬ 
tectural  type  of  the  time, 
combine  pureness  of  style 
with  exquisite  beauty  of  form. 

From  the  sixteenth  century 
many  admirably  worked  fire- 
dogs  and  screens,  mostly  of 
North-Italian  and  French  ma¬ 
nufacture  are  still  extant,  a 
beautiful  specimen  of  the  for¬ 
mer  being  in  possession  of  the 
Austrian  Museum.  Ponderous 
and  massiA-e  as  these  objects 
are,  they  are,  although  mere 
black  -  smith’s  Avork,  much 
more  in  accordance  Avith  the 
demands  of  a  sound  and 
genuine  taste,  than  the  com¬ 
paratively  meagre  substitutes 
of  polished  or  gilt  brass  Avhich 
decorate  our  modern  fire-side. 

The  Avrought  -  iron  candle¬ 
sticks,  formerly  used  for  do¬ 
mestic  purposes  Avere  of  finer 
and  more  elegant  execu¬ 
tion,  shoAving  frequently  most 
graceful  and  original,  but 
nevertheless  quite  appropriate 
forms,  their  invention  and 
design  being  entirely  in  con¬ 
formity  Avith  the  manufacture 
and  the  purpose  of  the  Avork. 

All  the  above  mentioned 
articles  are  hoAvever  devoid 
of  a  more  delicate  and  pe¬ 
culiar  ornamentation  either  in 
style  or  manufacture,  the 
mode  of  decoration  being  re¬ 
stricted  to  the  use  of  the 
hammer  and  file.  Still  the 
finer  Avork  of  the  locksmith 
adopted  much  of  the  deco¬ 
ration  which  had  come  into  vogue  through  the  art  of  the 
armourer,  from  the  early  part  of  the  sixteenth  century. 


Partly  indeed  these  Avorks,  especially  those  connected 
Avith  locks  and  keys,  remained  true  to  their  ancient  cha¬ 
racter,  the  structural  form  and  ornament  being  still 

Avorked  by  the  hammer,  Avhile 
the  Gothic  types  and  fea¬ 
tures,  replaced  by  those  of 
the  Renaissance,  had  to  give 
Avay  to  masks,  heads,  little 
nude  figures,  medallions,  etc., 
although  rather  deficient  in 
the  manner  of  execution. 
Thus  the  key -handles,  in¬ 
stead  of  Gothic  rose-AvindoAv 
tracery,  received  pierced  or¬ 
nament  of  the  characteristic 
design  and  SAveep  of  the  Re¬ 
naissance. 

One  principal  feature 
Avas  however  entirely  altered. 
While  the  fifteenth  century, 
as  above  pointed  out,  had  in 
preference,  used  relief  treat¬ 
ment  for  iron-Avork,  the  six¬ 
teenth  century,  the  period 
of  mechanical  inventions  and 
improvements,  set  a  high 
value  on  the  interior  con¬ 
struction  of  locks,  Avhich 
Avere  frequently  very  elabo¬ 
rate  and  complicated  pieces 
of  mechanism  Avhich ,  Avith 
their  manifold  and  most  diffi¬ 
cult  combinations,  had  to  be 
Avorked  out  Avith  the  greatest 
precision,  exactness,  and  soli¬ 
dity.  Numerous  specimens 
of  most  Avonderful  skill  of 
this  kind  have  1)een  handed 
doAvn  to  us.  It  may  be  Avell 
to  mention  here  that  the 
locks  of  the  Germanic  Mu¬ 
seum  in  Nuremberg,  taken 
from  the  house  of  Anff/isf/)/ 
HirscJivogeJ  in  Hirschelgasse, 
being  the  Avork  of  that  dex¬ 
terous  and  skilful  artist,  still 
do  their  office  as  Avell  as  at 
first,  in  spite  of  their  com¬ 
plicated  mechanism,  and  the 
Avear  and  tear  of  three  hund¬ 
red  years.  So  much  labour 
l)eing  bestoAved  on  the  in¬ 
terior,  and  so  much  attention 
paid  to  the  mechanism,  an¬ 
other  and  lighter  sort  of  de¬ 
coration  for  the  exterior  Avould 
appear  to  be  requisite,  in  con¬ 
sequence  of  Avhich  the  etching  of  ornament,  suggested 
liy  the  armourer’s  art  Avas  ])ut  into  requisition  for  the 


Fig.  3. 

Armature  of  a  well,  Neunkirchen,  Lower-Austria. 
Sixteenth  century  work. 
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decoration  of  the  surface,  instead  of  the  relief  work  for¬ 
merly  used.  The  ornament  was  left  in  l)lank  and  highly 
polished,  the  ground  being  etched  black,  and  in  order 
to  give  it  more  life  and  lustre,  it  was  dotted  with  bright 
points  such  as  are  found  in  the  ancient  armours.  This 
mode  of  decoration  was  much  and  richly  applied  to  small 
iron  strong-boxes  and  caskets,  serving  for  the  adornment 
of  parlours  and  libraries,  and  offering  the  rerpiisite  sur¬ 
face  for  such  enrichment.  Of  great  lightness  and  ele¬ 
gance,  it  was  nevertheless  a  perfectly  appropriate  style 
of  work,  worthy  of  a  revival,  and  superior  to  the  lacker 
or  varnish  painting  of  our  modern  iron  strong-boxes. 


In  the  old  specimens  of  the  sixteenth  century  there  is  only 
this  fault,  that  the  ornamental  patterns,  in  comparison 
with  the  heavy  article  they  have  to  adorn  appear,  much 
too  delicate;  considered  by  themselves,  they  are  fre¬ 
quently  of  high  perfection,  exhibiting  the  most  l)eautiful 
designs,  especially  those  of  the  German  Masters,  who 
greatly  excelled  in  this  art.  Two  i'emarkal)le  examples 
of  colossal  dimension,  l)ut  most  wonderful  ornamentation, 
originally  belonging  to  a  monastery  and  now  in  the  pos¬ 
session  of  the  Austrian  Museum,  are  true  chffs-cVrruvre 
of  the  craft. 

The  conclusion  in  our  next. 


Specimens  of  Ornamentation. 


No.  1. 


Nos.  1  and  2.  Romanesque  Style.  —  Details  of  Imposts. 

No.  1  from  Muenzenberg,  Hesse;  12^^  century,  of  full  size. 

No.  2  from  (Jburcli  of  tlio  order  of  St.  Jolin,  Nieder-Weisel,  Hesse;  end  of  12*^^  century,  fall  size. 

Nos.  3  and  4.  Early  (iotliic.  Foliated  .Tainh-moulding,  between  Shafts  of  Porch  of  Larchand  Abbey,  13*''  century. 

Nos.  .b— 9.  Modern  Gotliic ;  Iron  Stove.  —  Mr.  E.  Boesser,  Archt. 

No.  .0  Front  Elevation;  No.  G  Detail  of  pierced  Panels;  No.  7  Pedestal;  Nos.  8  and  9  various  Finials  for  upper  part  of  Stove.  Scale 

of  No.  G,  'I*,  No.  7,  Nos.  8  and  9,  */■*  full  size. 
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No.  3.  No.  5.  No.  4. 
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No.  6. 


No.  7. 
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No.  10. 


No.  10.  Richly  decorated  Iron  Gutter,  of  the  New  Opera  House,  Paris.  M.  Ch.  Gamier,  Archt. 
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No.  11. 


Nos.  11-11.  I'ed-room  Furniture.  (See  Part  14.)  Mr.  Rehleiuler,  Archt. 

No.  11.  Round  Table,  belotiging  to  the  set  of  Nos.  25  and  26,  Part  14.  For  details  see  No.  1  of  Supplement. 

No.  12.  S({uare  Table,  to  that  of  Nos.  23  and  24,  Part  14.  For  details  see  Nos.  5  and  6  of  Supplement.  j 

Nos.  13  and  14.  Front  and  Side  Pllevation  of  Bedstead.  For  details  see  Nos.  2—4  of  Supplement.  For  style  of  treatment  of  this  , 

furniture  see  also  Part  14.  '  ! 
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Nos.  13  and  14. 
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No.  15. 


No.  16.  Richly  carved  Side-board. 


No.  16. 


No.  16.  Bronze  Chandelier;  manufactured  by  Mr.  Hollenbach,  Metal-worker  and  Gasfitter,  Vienna, 

from  the  design  of  Mr.  H.  Riewel,  Archt. 
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No.  17. 

No,  17.  Vaso,  from  tlie  Pompeian  liousc  of  Prince  Napoleon,  Paris,  —  M.  Alfred  Normand,  Archt. 

lironnd- color  of  Va.ic,  wljite;  dark  shaded  ]>art.s.  representing  red,  lighter  shading  green,  scrolls  yellow;  knob  and  pinian-apple  of  lid 
white,  head  green,  ovalo  on  red  borders  of  vase,  yellow;  red  beadrolls  on  white  ground. 
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No.  18. 


No.  l8.  Carpet  Pattern.  —  Mr.  C.  Berger,  Archt. ,  London. 

Ground  left  in  blank  representing  white;  light  shading  vermillion ;  black  ground  standing  for  l)rown-red;  flowers  and  bordering  out¬ 
lines  yellow. 
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From  the  Paris  Exhibition. 


No.  26. 
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Nos.  19  —  27.  From  drawings  of 
M.  Benard,  Archt. 

Nos.  19,  20,  21  and  27.  Knife 
from  the  Norwegian  Section,  with 
front  and  side  view  of  scabbard.  • 

Wooden  hilt  of  knife  richly  carved  ; 
No.  27  evolution  of  carving,  showing 
the  typical  character  of  the  orna¬ 
ment  of  that  country,  as  illustrated 
by  other  specimens  in  the  Exhi¬ 
bition. 

No.  22.  Pei'sian  Knife,  rather  more 
than  V2  r^al  size. 


No.  27. 


Blade  damascened  steel ,  with  gold 
inlay,  and  ivory  hilt.  Mounting  of 
knife,  scabbard  and  ring,  polished 
iron. 

Nos.  23  and  24.  Small  Spanish 
Poinard;  scabbard  serving  as  paper- 
knife;  ivory  hilt  with  brass  hollow 
mouldings. 


Nos.  25  and  2G.  Turkish  Poinard; 
Vs  full  size. 

Blade  damascened,  with  gilt  edges 
and  ornament  on  punched  ground. 


No.  28.  Marble  Chimney-piece.  Mr.  A.  Jungermann,  Sculptor,  Berlin. 
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Supplement. 

Nos.  7 — 9.  Borders  of  a  Memorial  Tablet  in  San  Zaccaria,  Venice  (1470). 
Incised  ornament  filled  in  with  lead. 


Va  r  1 

A  Durable  Covering  for  Staircases. 

The  wear  of  staircases  is  often  a  very  serious  matter.  Whether 
of  wood  or  stone,  with  much  usage,  they  soon  go.  If  of  stone,  the 
roundness  of  the  edge  soon  wears  away,  and  the  people  miscalcu¬ 
late  and  stumble.  If  of  wood,  they  are  much  sooner  worn  down. 
To  save  them,  we  resort  to  many  devices.  We  cover  them  with 
lead,  which,  soon  wearing  into  holes,  leaves  ragged  edges,  which 
catch  ladies’  dresses  and  make  similar  ragged  edges.  Or  we  put 
a  thick  bar  of  brass  along  them,  which  sometime  catch  the  heel 
of  a  man’s  boot  •  and  send  him  headlong  down  stairs.  The  facts 
Vieing  so,  a  really  lasting  and  serviceable  protection  to  staircases 
is  a  desideratum.  Such  a  covering,  M.  Cazeau  says  he  has  found 
in  thin  plates  of  aluminium  bronze.  For  some  time,  it  seems,  the 
ascent  of  the  column  in  the  Place  Vendome  has  been  interdicted 
to  the  public  because  of  tlie  wearing  away  of  the  stairs.  It  is  for 
these  that  M.  Cazeau  pro2>oses  his  covering,  and  if  what  he  says 
is  true,  tliat  the  experiment  has  been  made  in  a  factory  (it  must 
have  been  a  very  busy  one)  where  plates  of  common  lironze  on 
the  stairs  V'-  iti-  thick  w’ere  worn  out  in  six  weeks,  while  plates 
of  aluminium  bronze  ’/s  in.  thick  remain  just  the  same  as  when 
new,  after  eleven  months  of  service,  it  is  an  invention  which  must 
command  notice.  Aluminium  bronze  is  not  too  expensive  if  it  will 
bear  this  amount  of  usage ;  and  we  recommend  the  autliorities  of 
tlie  Metropolitan  Railway  to  give  it  a  trial  in  place  of  the  ob¬ 
jectionable  bars  of  brass  to  which  we  have  alluded.  Our  readers 
will  rememlier  that  aluminium  bronze  is  merely  copper  with  from 
8  to  10  per  cent,  of  aluminium.  The  Mechanics’  Magazine. 


Archseological  Notes. 

A  curious  discovery ,  kept  secret  for  fourteen  years ,  has  just 
come  to  light  at  Ravenna.  The  workmen,  engaged  in  digging  a 
canal  near  the  present  railroad  station,  in  1854,  found  a  skeleton 
with  a  breastplate  of  fine  gold  buried  face  downward.  The  pre¬ 
cious  piece  of  armour,  which  weighed  six  pounds,  was  broken  up 
and  the  pieces  sold  secretly  to  jewellers.  Two  larger  pieces,  which 
appear  to  have  been  the  shoulder  bands,  and  are  covered  with 
chasing  and  enamel,  have  been  given  up  by  a  jeweller  at  Faenza, 
but  the  remainders  are  probably  lost.  It  is  known  that  Theodoric 
Imried  the  body  of  Odoacer,  after  his  murder  at  Ravenna,  face 
downward  ;  ’ and  the  Italian  antiquarians  suppose  that  this  golden 
liariiess  is  really  that  of  the  first  king  of  Italy. 

The  (excavations  which  are  being  carried  on  in  Rome  are 
fruitful  of  interesting  results.  The  last  announcement  is  that  the 
Finporium  has  been  found  intact,  being  merely  inclosed  by  bar- 
barous  constructions,  which  are  being  cleared  away.  Another  re- 
port.  is  that  a  large  number  of  blocks  of  rare  marbles  have  been 
found,  including  seven  blocks  (jf  violet  paonazetto,  which  is  not 
iKjw  to  be  obtained  at  any  cost ;  the  remainder  consists  of  Porta 
Sornta,  Africano,  Milesio  and  Parian,  the  blocks  being  as  remark¬ 
able  for  their  size,  as  for  their  extraordinary  beauty. 


Ijleaclfing  of  Wood-pulp  for  Paper. 

M.  tJrioli,  a  french  chemist,  says,  in  the  Revue  hehdowadaire 
dr.  (Jhemie,  that  the  chloride  of  lime,  if  the  dose  is  the  least  in 
excess,  has  a  tendency  to  give  a  yellow  tinge  to  the  pulp;  tliat 
all  energetic  acids,  without  exception,  tend  to  give  a  reddish  colour 
to  the  pa])er  when  exposed  fur  a  long  tinu;  to  the  effects  of  the 
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sun,  or  of  moisture,  and  that  the  least  trace  of  iron  is  sufficient  in 
a  very  short  time  to  blacken  the  pulp.  He  says  he  has  succeeded 
in  avoiding  all  these  inconviences  by  the  use  of  the  following  mix¬ 
ture.  For  a  hundred-weight  of  wood-pulp,  he  employs  400  grammes 
(four-fifths  of  a  j)Oundi  of  oxalic  acid,  which  has  the  double  ad¬ 
vantage  of  bleaching  the  colouring  matter,  already  oxidised,  and 
of  neutralising  the  alkaline  ju’incijiales  which  favour  such  oxidation; 
he  adds  to  the  oxalic  acid  one  pound,  or  a  little  more,  of  sulphate 
of  alumina,  entirely  deprived  of  iron.  The  principal  agent  in  this 
mode  of  bleaching  is  the  oxalic  acid,  the  power  of  which  over  vege¬ 
table  colouring  matters  is  well-known ;  the  alum  has  no  bleaching 
power  of  its  own,  but  it  forms  with  the  coloivring  matter  of  the 
wood  an  almost  colourless  lake,  which  lias  the  effect  of  increasing 
the  brilliancy  of  the  pulp.  Jonrned  of  the  Society  of  Arts. 


Transparent  Colors. 

Thei’e  are  several  colors  that  are  natural  transparents ;  others 
that  may  be  made  so  by  mixture. 

The  transparent  colors  are  Terre  de  Sienna,  Asphaltum ,  iJra- 
gon’s  Blood,  Carmine,  Rose  Pink,  Chemical  Brown,  all  the  Lakes, 
Gamboge,  and  all  the  Gums. 

Semi-transparent  —  Timber ,  Vandyke  Brown ,  Chrome  Red, 
Emerald  Green,  Brunswick  Green,  Ultramarine,  Indigo,  Verdigris. 

liemarhs.  —  These  colors  should  be  ground  very  fine  and 
sjiiead  on  evenly. 

If  to  be  shown  with  a  strong  light  two  coats  may  be  given; 
but  if  a  subdued  light  one  coat  is  better. 

Transparent  colors  are  purer  if  elutriated;  that  is,  ground 
fine  in  water;  let  it  settle,  pour  off  the  top  part  of  the  settlings, 
mix  that  up  with  more  water,  let  it  settle,  and  take  the  top  half 
of  that,  which  will  be  free  from  all  sand  and  grit.  If  the  pure 
part  of  the  pigment,  however,  should  be  the  heaviest,  discard  the 
top  and  use  the  bottom  of  the  sediment.  Usually,  however,  the 
purest  coloring  part  settles  upon  the  top. 

Any  of  these  colors  will  work  more  evenly  and  be  more  trans¬ 
parent,  if  a  small  quantity  of  water  be  mixed  while  grinding. 

Tuiq^entine  makes  transparent  colors  work  crumbly.  Bleached 
boiled  oil,  or  white  varnish,  is  the  best  vehicle  for  flowing  evenly. 
Raw  oil  does  very  well ,  only  that  transparent  colors  are  always 
difficult  to  dry.  The  Painter’s  Manual. 


Metallic  Ceilings. 

A  system  of  metallic  ceilings,  which  consists  in  the  application 
to  the  joisting  of  very  thin  stamped  metal  in  ornamental  embossed 
panels,  has  lately  been  invented.  These  stamped  panels  are  fitted 
for  evei-y  kind  of  decoration  in  color,  and  if  inserted  as  plain  sur¬ 
faces  may  be  used  as  the  ground  for  every  description  of  cartoon 
painting,  combining  with  lightness  and  durability,  artistic  and 
ornamental  effect. 

Electrotype  Ornaments. 

The  galleries  of  Greek  and  Roman  sculpture  in  the  Louvre 
have  been  largely  increased  and  embellished  of  late,  and  among 
the  ornaments  introduced  are  a  number  of  bas-reliefs,  round  bosses, 
and  allegorical  figures,  covered  with  a  coating  of  metal,  the  work 
of  M.  Cossinus.  The  effect  of  the  electrotype  bronzes  is  extremely 
rich,  while  the  cost  is  trivial  compared  with  real  bronzes. 


Prof.W.Baumer,  I.Schnorr  ahd  Others. 
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Ornamental  Iron-work.* 


By  Mr.  Jacob  Falke. 


In  the  course  of  the  seventeenth  century  other  de¬ 
corative  treatments  of  Iron  -  work  supplanted  etching 
which  gradually  fell  into  disuse.  The  design  was  some¬ 
times  engraved  into  the  metal;  hut  especially  thin, 
pierced  ornamental  plates  were  frequently  employed  for 
the  enrichment  of  the  flat  surface;  of  iron  in  the  first 
instance,  they  were  afterwards  of  polished  brass,  when 
outward  show  and  brilliancy  instead  of  simple  beauty 
in  art  were  aimed  at.  These  decorative  devices  were 
not  relief-work  but  merely  surface  ornament;  raised  leaves 
and  flowers  are  however  found,  although  emlmssed  from 
very  thin  sheets  of  malleable  iron,  thereby  deficient  in 
point  of  solidity. 

During  the  development  of  smith -work,  the  craft 
of  the  armourer  had  produced  works  of  art  of  the  highest 
excellence  and  perfection.  There  were  genuine  artists, 
many  of  great  renown,  who  during  the  sixteenth  cen¬ 
tury  devoted  themselves  to  the  manufacture  of  aiTuoiir 
in  Milan,  Augsburg  and  many  other  places.  The  real 
problem  was  indeed  to  make  the  cuirass  shot-proof;  but 
these  heavy  pieces  being  only  worn  in  war,  rich  noble¬ 
men  and  princes  had  splendid  suits  ot  lighter  make  for 
state  occasions,  wrought  with  great  art,  and  showing 
most  elegant  and  beautiful  enrichment,  their  other  arms 
and  pieces  of  ornament  being  of  corresponding  richness. 

There  were,  technically  speaking,  three  entirely 
different  styles  of  decorative  treatment.  First  the  etching 
above  mentioned,  the  development  of  which  may  be 
attributed  partly  to  the  etched  plates  of  Al])ert  Diirer. 

*  See  p.  225  ante. 
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Suits  of  armour  with  ornamental  and  figured  etching 
dating  from  his  time,  are  to  be  met  with  which  remind 
us  of  his  style  and  treatment.  The  devices  are  of  ex¬ 
quisite  beauty  and  elegance  in  detail,  but  viewed  as  a 
Avhole  from  a  certain  distance  they  make  too  little  out¬ 
ward  show ,  l)eing  less  gorgeous  in  appearance ,  for  which 
reason  they  used  to  be  enhanced  with  rich  gold  orna¬ 
ments.  Etchings  were  frequently  applied  also  to  sword- 
blades  and  to  sbields,  as  long  as  these  were  in  use. 

The  second,  more  difficult  mode  of  ornamentation 
consisted  of  hammered  or  repousse  and  chased  work.  In 
the  l)eginning  merely  channels  or  flutings  were  punched 
into  the  steel,  producing  l)y  their  polish  the  brilliant 
reflection  of  light  and  shade.  But  as  early  as  in  the 
first  half  of  the  sixteenth  century  the  most  delicate 
raised  work,  such  as  only  the  highest  refinement  of  art 
of  the  period  could  produce,  was  resorted  to  for  the 
enrichment  of  the  armour  and  harness  of  knight  and 
steed,  covering  them  with  reliefs  of  the  greatest  beauty 
and  iierfection  of  workmanship.  Historical  and  mytho¬ 
logical  subjects,  ornaments  with  masks,  fantastic  or  real 
figures,  and  similar  types  or  features  of  the  Renaissance 
were  hammered  and  chased  in  steel  and  iron,  sometimes 
with  as  much  perfection  as  if  modelled  in  wax.  Our 
art-collections  exhibit  many  specimens  of  that  high  per¬ 
fection  of  workmanship  for  which  the  productions  of  that 
epoch,  esi)ecially  Augsburg  work,  are  justly  renowned. 
Partial  gilding  was  often  combined  with  this  otherwise 
solid  and  truly  genuine  style  of  art-workmanship;  but  it 
}nust  be  considered  an  aberration,  and  an  exaggerated 
gorgeousness  for  these  SLiits  of  armour  to  be  entirely 
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gilt.  In  this  case  the  chasing  is  also  generally  less  per¬ 
fect,  and  it  is  not  much  to  he  regretted  if  the  brilliant 
pohsh  of  the  gold  has  to  atone  for  the  deficiency  in 
artistic  value. 

A  third  style  of  ornamentation,  decidedly  of  Eastern 
origin,  and  suggested  hy  the  arms  captured  in  the 
Turkish  wars,  or  acquired  hy  commercial  intercourse 
with  the  East,  was  introduced  by  the  armourers  and 
swordsmiths;  such  specimens  being,  even  at  that  date, 
in  great  favor  amongst  soldiers  and  art -collectors.  It 
consisted  in  the  damascening  (tausio)  i.  e. ,  incrusting 
of  one  metal  on  another,  generally  gold  or  silver  on 
iron  or  steel.  The  precious  metal,  according  to  the 
drawn  or  engraved  pattern,  hammered  into  the  heated, 
common  metal,  was  often  applied  in  such  thin  sheets 
as  to  appear  like  mere  gilding.  Still  such  a  supposition 
would  he  very  erroneous,  only  genuine,  solid  gold  or 
silver  being  used  for  such  decorative  treatment,  for  which 
reason  their  brilliancy  and  rich  effect  have  remained 
untarnished ,  unless  injured  hy  rust ,  causing  it  to 
scale  off. 

The  ornaments  also  thereljy  in  use  are  Oriental 
motives,  borrowed,  with  the  technique  itself,  from  their 
armour.  They  show  the  charming  arabesque  -  work  of 
ancient  Eastern  art,  the  graceful  play  of  interlaced  hands 
and  lines,  interspersed  with  leaves  and  flowers,  which, 
being  adopted  ])y  the  armourer,  soon  found  their  way 
to  the  workshop  of  the  gold-smit]i  and  the  studio  of  the 
illuminator;  or  they  adorned  hook-covers  and  mounts,  as 
well  as  the  productions  of  many  an  other  craft.  Even  in 
modern  decoration  we  can  trace  their  influence  although 
often  devoid  of  their  original  character.  The  boss  or 
uml)o  of  the  shield,  the  helmet,  the  plates  of  the  ar¬ 
mour,  the  hilt-knoh  and  blade  of  sword  and  poniard, 
especially  on  their  under  parts,  were  profusely  covered 
with  these  elegant  arabes(pies  in  charming  arrangement, 
they  being  generally  applied  wherever  a  suitable  surface 
for  their  display  presented  itself.  If  some  difference  can 
Ite  discerned  in  the  ornamentation  of  the  productions  of 
Eastern  and  Western  origin,  it  is  that  oriental  motives 
tsee  fig.  4)  present  a  close  design,  with  the  general 
efl'ect  and  repose  produced  hy  a  (piiet  pattern,  while 
tlu;  European  work  is  marked  hy  a  bolder  design  of  the 
main  features  on  a  broad  ground,  l)oth  which  characte- 
I’istics  may  l)e  seen  combined  in  the  Hungarian  state 
ai'mours. 

Ill  the  second  lialf  of  the  sixteenth  century  those 
tliree  styles  of  decorative  treatment  were  sometimes  com¬ 
bined;  damascening,  esjiecially,  was  united  with  repousse 
work,  cliased  figures,  re])resenting  e.  g.,  knights  in  ar¬ 
mour,  being  suitably  enriched  with  incrusted  gold  orna¬ 
ments.  They  were  also  adopted  for  objects  of  art  for 
domestic,  use,  chests  and  caskets  being  covered  with 
them.  We  would  mention  here  as  a  ty])ical  specimen  a 
large  iron  desk,  now  in  the  possession  of  the  Vienna 
treasury,  the  woik  of  the  Italian  artist  .loseph  de  Yici, 
engaged  in  the  service  of  the  Emperor  Maximilian  II. 


of  Austria  and  dated  1.569.  The  model  and  precursor 
of  our  modern  strongboxes,  it  is  a  unique  specimen  of 
its  kind,  enriched  with  ornament  of  unsurpassed  lieauty 
and  elegance.  The  iron  case  forms  an  architecturally 
designed  framework  for  niches  and  compartments  with 
chased  iron  figures,  damascened  gold  and  silver  orna¬ 
ment  filling  the  intermediate  spaces  and  especially  the 
interior. 

A  fourth  style  of  armourer’s  work,  which  originated 
about  the  same  time,  must  not  be  passed  over.  We 
refer  to  the  chiselled  knobs  and  basket-hilts  of  swords 
and  poniards,  many  excellent  specimens  of  which  are 
still  extant.  The  technical  difficulties  and  the  amount 
of  trouble  incurred  hy  this  style ,  caused  it  to  be  restricted 
to  the  above  objects,  or  at  best  it  was  used  for  the 
enrichment  of  costly  guns,  the  locks  of  wliicli  were, 
however,  generally  adorned  with  engraved  figures  and 
ornaments,  sometimes  also  with  damascening. 

All  these  modes  of  decoration  were  in  use  at  the 
beginning  of  the  seventeenth  century,  which  still  fur¬ 
nished  some  excellent  works,  although  not  quite  equal 
to  the  splendid  specimens  of  the  sixteenth,  from  which 
time  the  decline  of  the  art  must  he  dated.  Real  ar¬ 
mour  had  already  become  rather  useless  in  the  course 
of  the  first  half  of  the  seventeenth  century,  and  art 
ceasing  to  attach  any  value  to  it,  the  craft  itself,  being 
found  to  he  unremunerative,  as  a  natural  consequence 
began  to  decline.  It  might  not  seem  to  follow  of  ne¬ 
cessity  that  the  manufacture  of  other  arms,  principally 
swords  and  fire  arms,  would  have  to  suffer  too;  still  this 
was  the  case,  for  they  decidedly  deteriorated  in  an  ar¬ 
tistic  sense,  and  thus  the  three  principal  styles  of  de¬ 
corative  treatment  fell  out  of  fashion  while  gilding  and 
Iflue  damascening  usurped  their  place. 

In  the  East  only,  artistic  Iron -work  preserved  its 
influence  in  all  directions,  although  somewhat  defective 
in  design  and  execution.  It  is  very  difficult  to  find 
modern  Eastern  arms,  which  can  compete,  with  regard 
to  art  and  the  purity  and  beauty  of  damascening,  with 
the  old  weapons  which  Ave  frequently  meet  with.  It  is 
true  the  Japanese  make  chiselled  steel -hilts  with  little 
figures  and  ornaments  in  relief,  Avrought  Avith  extra¬ 
ordinary  skill  but  baroque  in  taste;  hut  Indians  must 
certainly  he  ranked  highest,  not  only  for  their  gold- 
damascened  shields,  helmets,  SAVord- hilts  and  blades,  hut 
also  for  all  sorts  of  iron  vases,  caskets  and  utensils  Avith 
inlaid  goldornament,  the  fine  goldfillets  shoAving  delicate 
relief.  NotAvithstanding  the  profusion  of  goldlines,  the 
design  being  ahvays  quiet  and  clear,  these  works  are 
most  charming  in  effect  Avith  their  ever-vai'ying  golden 
hue  inimitable  hy  any  gilding. 

The  Indians  are  equally  successful  noAV  Avith  silver 
ornamentation,  the  style  of  Avork  being  quite  the  same 
as  that  employed  for  the  enrichment  of  the  Merovingian 
toml)s,  above  mentioned.  It  consists  of  delicate  sheets 
of  silver,  incrusted  on  iron  according  to  the  design,  and 
applied  to  all  sorts  of  objects,  i.  e.,  arms,  and  utensils, 
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Fig.  4. 


Damascened  gold  arabes¬ 
ques  on  the  blade  of  an 
Indian  poniard. 

Sixteenth  century. 


Fig.  5. 

Iron  Bottle  with  incrusted  silver  ornament.  Indian  Biddra-work. 


especially  the  bulbed  vessels  for  hookahs  Avith  mounts 
made  of  a  black  alloy  of  iron-like  appearance ;  the  effect 
of  the  silver  incrustation  on  black  ground  lieing  very 
noble  and  elegant  (see  tig.  5).  The  Persians,  also,  pro¬ 
duce  similar  Avorks  and  the  same  decorative  treatment 
may  be  observed  on  Caucasian  arms  and  utensils.  A 
modification  of  this  is  the  silver- ornamented  iron-Avork 
of  Tula,  noAV  almost  forgotten,  but  formerly  Avell-knoAvn 
by  the  inlaid  snuffboxes  imported  in  great  numbers  into 
Western  Europe.  All  these  jiroductions  are  of  Eastern 
origin  and  it  is  hut  recently  that  the  Russians  have 
begun  to  change  their  charming  and  peculiarly  character¬ 
istic  arabesques  into  Rococo  scroll-Avork  and  other  Euro¬ 
pean  motives. 

Nothing  can  be  more  appropriate  for  our  modern 
iron  utensils  than  the  Indian  silver  incrustation  above 
referred  to,  instead  of  the  common-place  decoration, 
mostly  painting,  of  our  strongboxes,  caskets,  desks  and 
similiar  objects  used  in  Avell-to-do  households.  But  smaller 


and  tiner  Iron-work  of  our  time  does  not  seem  inclined 
to  introduce  damascening ;  an  exception  in  this  respect 
Avas  seen  in  the  Paris  Exhibition  in  a  series  of  objects 
manufactured  by  the  firm  Zuloaga  in  Madrid,  suggested 
by  the  gold-damascened  arms  of  the  sixteenth  century 
Avith  their  oriental  motives,  and  Avhich  are  Avell  Avorthy 
of  imitation. 

Wrought  Iron-Avork  seems  in  return  to  be  revived 
for  more  important  objects,  as  gates,  grilles,  •  screens, 
tire-dogs,  gas  standards  and  brackets,  chandeliers,  etc., 
many  English  and  French  firms  of  renoAvn  having  taken 
the  subject  in  hand.  The  English  jjroductions  although 
perhaps  the  most  judicious,  are  fre(]^uently  too  pon¬ 
derous;  and  the  polychromal  treatment  seems  rather 
strange  at  first  sight.  The  French  on  the  other  hand, 
are  someAvhat  deficient  as  to  a  true  conventional  render¬ 
ing;  the  floAvers  and  leaves  are  too  thin  and  light,  shoAving 
sometimes  direct  imitation  of  natural  types,  a  treatment 
not  at  all  in  conformity  Avith  the  material.  The  excel- 
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lent  -works  of  M.  Huby  in  Paris,  as  displayed  in  the 
Paris  Exhibition,  are  indeed  exceptions,  and  from  these 
■we  give  the  ilhistration  of  a  chiselled  steel-lock  (lig.  6) 
of  most  perfect  and  elegant  workmanship.  Also  in  Ger¬ 
many,  and  principally  in  Berlin  and  Vienna  the  ei’ection 
of  monumental  huildings  and  palaces  has  caused  a 
revival  of  artistic  -wrought  Iron-work.  So  we  may  hope 
and  expect  that  at  least  this  branch  of  the  art  is 


again  progressing  in  the  right  way.  Let  hut  the  more 
delicate  work  of  the  ancient  chased  and  damascened 
arms  revive  once  more,  and  with  the  continual  inter¬ 
course  of  the  different  branches  of  Art -Industry  the 
manufacture  of  fancy- articles  may  in  many  instances 
greatly  profit  by  it,  iron  being  often  much  better  em¬ 
ployed  where  leather  or  its  substitutes  are  now  inappro¬ 
priately  used. 


Specimens  of  Ornamentation. 


No.  1. 


Nos.  1  —  5.  Antiqno  Silver  Vessels,  belonging  to  the  treasure  excavated  at  Hildesheim  in  1868. 

.Xccordiiig  to  inscriiitioii,  design  and  workmanship,  of  the  time  of  Augustus,  and  supposed  to  belong  to  the  silver  plate  of  Varus, 

captured  by  Arminius. 


No.  1.  Roman  Patera;  real  size. 

'J'he  beautifully  chased  border  ornament  encircles  a  medallion,  representing  Minerva,  sitting  on  a  rock. 
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No.  3. 


No.  2.  Fragment  of  an  Antique  Silver  Tripod. 


No.  3.  Crater  with  handles  on  low  foot,  the  body  decorated  with  flowing  bands,  and  wreaths  of  fruit  and  flowers;  real  size, 


The  Workshop. 
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No.  4. 


No.  5. 


No.  4.  Kyathos;  or  richly  ornamented  Antique  Dipper;  real  size. 

No.  5.  Crater  without  handles.  Real  size. 

The  bulb  enriched  with  interlaced  laurel  branches.  The  separation  of  foot  and  body,  generally  marked  in  Antique  Craters,  is  not 

indicated  here  the  outline  showing  one  continual  curve. 
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No.  6.  Modern  Pattern  for  Silk  Hangings  or  Drapery ;  design  white  on  red  ground. 
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Noa.  7  and  8.  Stuffed  Cliaira  in  hlac'k-ataiiied  Pear,  with  green  Morocco  coverings, 
li'or  detaila  of  No.  8  see  Supplement  No.  7. 
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No.  9.  Book-case  in  Purple-wood. 

Of  very  good  proportion  and  effect  in  general,  although  simple  in  design. 


The  Workshop. 
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No.  10.  No.  11. 

No^.  10  iinil  11.  Wardroljc;  Ijelongiri"  to  set  of  Hed-room  I’aniiture  represented  in  Part  14  and  15,  and  treated  in  the  same  manner. 

M.  Peldender,  Archt. 

For  details  see  Nos.  5  and  6  of  Supplement. 
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No.  12.  Gothic  Book-cover  of  a  German  Bible,  printed  in  1472.  —  Mr.  Essenwein 
Director  of  the  Germanic  Museum  ,  Nuremberg. 


252 


No.  13.  Modern  Flower-Vase;  with  gilt  brass  mountings;  real  size. 
M.  P.  Benard,  Archt.,  Paris. 
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No.  IG. 


Nos.  14 — 16.  Wash-hand  Stand.  Elevation,  section  and  plan.  —  M.  P.  Benard,  Archt.,  Paris. 

To  be  placed  in  a  Lavatory  or  Cloak-room;  the  water-pipes  as  indicated  in  the  designs;  looking-glass  between  two  lights  surmonutiug 
the  apparatus,  (for  which  see  No.  8  of  Supplement),  after  an  Antique  mirror  of  Naples  Museum;  the  marble  slab  at  the  back  with 
incised  ornament,  painted  bright-red;  the  bowl  either  porcelain  or  glass,  evei’ything  else  being  bronze  or  other  metal;  ruigs  on  each 

side  for  hanging  the  towls. 


The  Workshop. 
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No.  18. 

No.s.  17  <and  18.  Plaiis  of  llowling-jilace.  Scale  ’’/loo  full  size.  —  Prof.  W.  Baumer. 
.  No.  17  Building  for  the  players;  No.  18  that  of  the  marker. 

For  ground-plan,  section,  and  details  see  Nos.  1 — 4  of  Supplement. 
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Nos.  19  —  22.  Ornamental 
Iron-work  of  the  sixteentli 
Century ;  Staircase  Kailing 
of  the  house  “znm  alien 


lAmpuvff' ,  at  Frankfort; 
executed  in  round  and 
flat-iron. 

Scale,  full  size. 


V 
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Var  I  o  u  s. 


Coloring  of  Marble  and  other  Building  Stones. 

The  coloring  of  marble  has  been  practised  a  long  time,  but 
heretofore  its  results  have  not  been  altogether  satisfactory.  It  has 
always  been  considered  a  difficult  process,  and  the  piece  of  marble 
to  be  colored  required  great  care  in  its  selection,  that  it  might 
be  free  from  spots  or  veins.  Heat,  to  open  the  pores  of  tlie  stone 
so  as  to  prepare  the  stone  to  receive  the  colors,  has  been  con¬ 
sidered  essential.  It  is  true  that  many  of  the  colors  used  would 
strike  into  the  texture  of  marble  while  cold,  but  they  would  not 
sink  to  a  desirable  depth  and  the  color  remained  on  the  surface. 

The  colors  required  and  the  vehicles  employed  to  convey  them 
to  tlie  stone  have  been  numerous  and  various.  Horses  or  dogs’ 
urine  with  lime  and  potash,  lye  from  wood  ashes,  alcohol,  oily 
liquors,  spirits  of  turpentine,  and  wdne,  are  menstruums  which 
have  given  some  of  the  best  results.  The  coloring  matters  used 
have  been  drawn  from  the  animal,  vegetable,  and  mineral  king¬ 
doms.  Among  them  may  be  enumerated,  extracts  of  saffron,  buck¬ 
thorn  berries,  alkanet  root,  dragons’  blood,  logwood,  cochineal, 
gamboge,  vermillion,  yellow  prussiate  of  potash  etc.,  etc. 

The  art  of  marlde  staining  has  been  generally  kept  a  secret 
])y  those  wlio  have  achieved  the  greatest  success  in  it,  and  has 
proved  a  lucrative  employment. 

AVe  have  said  that  the  results  attained  have  not  proved  en¬ 
tirely  satisfactory.  Either  the  colors  have  proved  fugitive  or 
changeable  after  a  time,  to  as  to  impair  the  effect  of  the  combi¬ 
nations  in  which  they  were  placed,  or  the  stone  would  not  bear 
polishing  after  the  process,  or  was  only  a  surface  color,  liable  to 
wear  out  wlien  used  for  floors,  steps  or  in  other  situations  where 
it  was  liable  to  attrition. 

The  superior  advantages  of  a  method  which  should  impregnate 
tlie  entire  mass,  as  much  in  the  interior  as  the  exterior,  and  be¬ 
fore  polishing  as  well  as  after,  are  too  obvious  to  be  dwelt  upon. 

Such  a  process  is  claimed  by  Dr.  S.  A.  Weisse,  who  has  for 
a  long  time  lieen  experimenting  in  this  field.  We  have  not  been 
put  in  possession  of  the  details  of  this  process ,  but  we  are  able, 
from  jiersonal  observation  to  testify  as  to  the  results  obtained. 
The  stones  are  colored  through  and  through,  not  only  marble  but 
even  granite  having  been  subjected  to  the  jirocess  with  entire 
success.  We  are  informed  that  the  process  is  based  upon  the  dis¬ 
covery  of  a  new  mordant,  which  has  such  an  attraction  for  stone, 
that  when  a  large  block  has  only  its  base  immersed  in  the  solu¬ 
tion.  it  will  in  a  short  time  become  permeated  through  the  entire 
mass,  increasing  its  speciffc  gravity,  and  filling  its  pores  so  that 
the  absorption  of  water  is  rendered  very  much  less  when  sub¬ 
sequently  exposed  to  the  weather  than  previous  to  rtie  operation. 
When  it  is  remembered  that  the  absorption  of  water,  and  its  suli- 
sequent  exjiansion  by  frost  is  one  of  the  greatest  causes  of  dis- 
inti'gratioii  in  our  climate,  it  will  at  once  bo  seen  that  an  im¬ 
portant  collateral  gain  is  olfrained  by  the  new  process.  Marbles 
colored  by  this  jirocess  in  the  rough,  afterward  take  a  most 
beautiful  jjolish,  and  sj)ecimens  of  dolomite  polished  previous  to 
coloring  have  tlieir  ])olish  hightened  by  it. 

An  effort  has  been  made  in  this  process  to  imitate  the  means 
by  which  the  valuable  colored  building  stones  naturally  receive 
their  color.  No  attemjit  is  made  t(j  ])roducc  a  given  pattern,  or 
to  imitate  any  particular  elf(;ct.  The  general  tone  of  the  color  is 
produced  and  the  variations  of  the  tints  are  determined  by  the 
structure  of  ihe  stone  itself.  In  this  way  the  effects  are  all  na¬ 
tural.  We  have  before  us  a  ]iiece  of  marble  ])icked  up  in  a  com¬ 
mon  marble  yard,  of  a  cheap  variety  one  side  j)olished  the  other 
rough,  which  has  been  colored  by  this  ])rocess,  and  which  the  best 
iudges  invariabl}'  ]ironon<;c  If)  be  genuine  Sienna  marble. 

The  color.s  iiroduced  imdmle  the  entire  range  of  tints,  and  the 
veins  and  spots  which  dcvelo)i  themselves  in  marble,  which  pre¬ 
vious  to  the  o]ieration  is  jiure  white,  are  suriirising  and  beautiful. 
The  chea])est  grades  <d  stone  are  thus  rendered  ornamental  anil 
desirable,  and  the  combinations  rendered  possible  by  this  dis¬ 


covery  must  arrest  the  attention  of  architects.  We  do  not  exag¬ 
gerate  when  we  say  that  some  of  the  most  excellent  specimens  of 
natural  stones,  celebrated  for  their  beauty,  seem  dull  in  their  co¬ 
lors  when  placed  by  the  side  of  those  prepared  by  this  process. 
Their  adaptation  to  church  architecture,  as  well  as  the  adornment 
of  private  dwellings,  will  be  admitted  by  all  those  who  inspect 
Hiem.  Scientific  American. 


New  Paints. 

At  a  recent  meeting  of  the  French  Academy,  M.  Sace  called 
attention  to  the  fact  that  tungstate  of  baryta  forms  an  excellent 
white  paint,  which  has  as  good  a  tone  and  depth  as  white  lead, 
and  has  the  advantage  above  this  of  not  getting  blackened  on  ex¬ 
posure  to  the  atmosphere.  Zinc  white,  which  was  tried  as  a  sub¬ 
stitute  for  white  lead,  has  failed,  he  said,  through  wanting  body. 
M.  Elie  de  Beaumont  remarked  that  if  this  statement  was  con¬ 
firmed,  it  would  be  of  great  importance;  for  we  have  no  need  to 
employ  special  mining  operations  for  tungsten,  as  this  metal  is 
commonly  found  in  company  with  tin. 

Also  in  the  Fnited  States  much  interest  has  been  excited  by 
the  discovery  of  a  mineral  which  is  said  to  possess  the  most  va¬ 
luable  qualities  of  white  lead,  while  superior  in  many  respects  to 
the  manufactured  article.  The  mine  in  which  it  has  been  found 
is  situate  in  Xorth  Carolina,  and  has  been  worked  for  many  years 
as  silver  and  lead  mine.  I’he  vein,  however,  presents  an  unprece¬ 
dented  vaiiety  and  association  of  minerals.  Lead,  silver,  zinc,  copper, 
gold,  iron,  and  manganese  are  found  in  the  workings,  which  are 
continually  v^arying  in  character.  The  ore  usually  averages  about 
30  per  cent,  of  lead.  The  powder  manufactured  from  the  ore, 
when  mixed  with  oil,  it  is  said,  forms  the  most  durable  paint 
known,  and  a  yacht  upon  which  it  has  been  tried  has  been  sailing 
for  the  past  summer  whithout  coppering  of  any  kind.  The  works 
for  rnanufactering  this  powder  into  white  lead  are  situate  at  Bergen 
Point,  New  Jersey.  There  is  something  not  clear,  however,  in 
w’hat  is  said  as  to  the  nature  of  the  paint :  it  is  said  to  stand  a 
fierce  heat  without  change.  The  Builder. 


A  Cheap  and  Good  Whitewash. 

Dissolve  G  lb.  of  fine  white  pipe-clay  in  as  much  water  as  will 
make  it  as  thick  as  j^'aint ;  soak  and  dissolve  ^/4  lb.  of  good  glue; 
add  and  mix  well;  then  add  lb.  of  fat  or  dripping  of  any  kind, 
put  on  the  fire  and  boil  a  few  minutes,  and  use  while  hot.  The 
fat  being  boiled  with  the  pipe-clay  forms  a  kind  of  insoluble  soap, 
which,  if  used  while  hot  defies  all  kinds  of  weather.  It  may  be 
colored  to  suit  the  taste.  B. 


Artificial  Ebony. 

This  substance,  now  used  to  a  considerable  extent,  is  said  to 
be  prepared  by  taking  sixty  parts  of  seaweed  charcaol,  obtained 
by  treating  the  seaweed  for  two  hours  in  dilute  sulphuric  acid, 
then  drying  and  grinding  it  and  adding  to  it  ten  parts  of  liquid 
glue,  five  parts  of  gutta-pei’cha  and  two  and  a  half  parts  of  India- 
rubber  the  last  two  dissolved  in  naphtha;  then  adding  ten  parts 
of  coal  tar,  five  parts  pulverised  sulphur,  two  parts  pulverised 
alum,  and  five  parts  of  powdered  rosin,  and  heating  the  mixture 
to  about  300  degrees  Fahrenheit.  We  thus  obtain,  after  the  mass 
has  become  cold,  a  material  which,  in  color,  hardness  and  ca¬ 
pability  of  taking  a  polish,  is  equal  in  every  respect  to  ebony, 
and  much  cheaper.  Scientific  American. 
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Style  in  Ornamental  Art. 


,  and  Unity  of  Style  are  the.  much  used  and 
abused  watch -words  of  modern  art  -  industry ,  and  the 
different  interpretations  of  them  are  almost  as  numerous 
as  their  advocates.  Indeed  we  may  openly  confess  that,  as 
we  have  grown  in  years,  our  ideas  on  the  subject  have 
expanded,  and  the  more  occasion  we  have  had  to  look 
into  the  art-creations  of  past  ages,  the  more  those  ideas 
have  changed. 

The  great  question  of  Style,  both  in  the  Fine  and 
Useful  Arts  touches  everything  and  everybody;  both 
the  highly  favored  disciples  of  the  Muses  ivho,  gifted 
with  genius,  devote  themselves  to  their  service,  and  the 
enlightened  patron  and  amateur  who,  with  an  open  eye 
and  true  understanding  for  lieauty  in  art,  take  delight 
in  the  contemplation  and  study  of  its  productions.  Con¬ 
sidering  the  general  interest  of  the  subject  therefore,  we 
may  presume  to  discuss  (|uestions,  perhaps  a])[)arently 
insignificant,  but  in  reality  of  great  range  and  impor¬ 
tance,  many  a  genius  who  overlooked  them  at  first  having 
afterwards  found  them  a  stumbling  block. 

We  shall  not  preach  the  dogma  of  a  New  Style, 
but  restrict  ourselves  to  asserting  that  if  there  is  only 
one  art,  there  is  only  one  style. 

Every  one  of  the  different  branches  or  periods  of 
art  has  its  own  historical  development,  closely  asso¬ 
ciated  with  the  intellectual  culture  and  genius  of  the 
age.  Can  it  be  otherwise  with  Style,  the  natural  guide 
and  support  of  Art,  with  which  the  latter  can  never 
dispense?  Style  is  order  and  law  in  Art;  it  is  in  a  more 
restricted  sense  the  tangible  form  and  structural  embodi¬ 
ment  in  which  the  ever-changing  character  of  the  day 
is  constantly  reproducing  its  own  image.  Its  development 
is  the  result  of  the  art-creations  of  the  period,  all  inti¬ 
mately  connected,  and  dependant,  as  well  on  the  means 
of  construction  and  manufacture  known  at  the  time,  as 
on  the  evervarying  currents  of  the  intellectual  life  and 
characteristic  genius  of  the  day. 

The  Workshop. 


It  is  only  by  cultivating  the  domain  of  form  of  any 
style  or  period  in  art,  by  possessing  ourselves  of  its  genius 
and  characteristic  features,  and  studying  its  means  of 
construction  or  workmanship,  and  the  material  which  is 
the  medium  for  the  form  of  expression,  that  we  can  have 
a  clear  conception  of  the  style  itself.  Unfortunately  many 
artists  of  the  present  time,  laboring  under  the  false  im¬ 
pression  that  design  is  everything,  study  rather  on  the 
surface  of  the  paper  what  is  most  expressively  illustrated 
in  museums  and  workshops.  It  is  greatly  to  l)e  regretted 
that,  with  all  the  restless  activity  of  the  day,  and  the 
rich  inheritance  of  forms  of  past  periods,  there  is  a  want 
of  guiding  genius  in  art.  Reproduction  and  adaptation  of 
the  past,  all  strangely  thrown  together,  meet  us  all 
around  in  our  dwellings,  shopwindows,  workshops  and 
exliibitions;  and  few  only  are  the  genuine  creations  of 
original  genius  and  true  art. 

Examining  the  characteristic  features  and  origin  of 
some  styles,  we  remark  in  the  Grecian  many  Egyptian 
elements,  the  Greeks  elaborating  Avithout  scruple  every¬ 
thing  Avliich  ansAvered  their  OAvn  idea  and  exquisite  fee¬ 
ling  for  perfection  of  form.  Gothic  art  also,  even  during 
the  best  period,  is  imbued  Avith  Romanesque  and  Oriental 
motives  of  oLTiament,  Avhich  in  their  turn  receive  the 
impress  of  its  spirit  and  character;  the  Renaissance  espe¬ 
cially  lived  l>y  borroAving  and  adapting,  but  it  has  the 
great  merit  of  having  done  so  Avith  such  grace  and  ori¬ 
ginality  as  to  elaborate  it  into  a  style  of  its  OAvn,  of  great 
breadth  of  design  and  harmony  of  detail,  and  thoroughly 
appropriate  to  the  great  poAV'er  and  tendencies  of  the 
epoch.  We  moderns,  hoAvever,  do  some  times  just  the 
reverse,  indulging  either  in  servile  imitation  or  rejecting 
everything  that  may  remind  us  of  past  periods  in  art. 
Thus  Ave  pass  from  one  extreme  to  the  other,  being  apt 
to  lose  sight  of  the  movement  of  the  day  and  the  genius 
of  the  nineteenth  century,  from  the  fact  that  Ave  our¬ 
selves  are  included  in  it.  The  laAvs  and  principles  of 

65 


258 


art  are  immutable,  tlie  sun  wbicli  slione  on  Homer  still 
shines  upon  us,  but  age  and  intellectual  culture  have 
advanced;  our  Avants,  technical  powers,  achievements,  and 
climate  are  different.  Is  it  right  to  build  our  churches 
in  Gothique  or  Romanesque  styles,  Imng  as  we  do  in  an 
era  entirely  devoid  of  the  highly  religious  tendencies, 
and  the  spiritual  current  of  that  eminently  monastic  and 
chivalrous  age  Avhicli  left  its  stamp  on  the  mouldering 
relics  of  that  time  past  all  recall?  Where,  hoAvever,  the 
conditions  under  which  the  style  of  a  former  period 
flourished  remain  the  same  we  need  not  he  afraid  to 
revive  and  cultivate  it. 

To  the  dwelling.  Gothic  art,  casting  off  some  of  its 
severity  in  exchange  for  comfort,  has  added  something  of 
the  magnificence  and  luxury  of  Eastern  life.  Still  more 
have  we  the  task  in  our  day,  to  construct  and  furnish 
dAvelling-rooms,  answering  and  anticipating  the  demands, 
both  of  modern  comfort  and  art ;  for  intellectual  refine¬ 
ment  and  the  perfection  of  our  technical  resources  have 
implanted  in  us  the  taste  for  many  things  we  cannot 
noAv  spare,  of  Avhich  our  predecessors  had  not  the  shadoAV 
of  an  idea.  What  more  lieautiful  task  than  to  ju’ovide 
a  ncAv  future  for  the  gigantic  or  original  genius  of  me¬ 
chanical  poAver,  and  to  guide  the  different  branches  of 
industry  dependant  on  it  into  the  realm  of  art?  Why 
should  Ave  condemn  ourselves  to  feel)le  reproductions  or 
uncertain  vacillating  endeavours  for  originality?  Let  us 
look  at  the  consequences  of  mere  copying  from  Grecian 
and  Roman  models :  The  ornaments  of  some  dural)le  ma¬ 
terial,  such  as  stone,  clay  and  metal  liaA^e  l)ecome  tradi¬ 
tional,  and  l)y  some  scanty  paintings  here  and  there  Ave 
may  guess  at  the  ornamentation  of  glass,  patterns  for 
Aveaving ,  etc.  In  order  to  keep  strictly  to  the  frag¬ 
mentary  specimens  of  the  style  of  ornament,  oiir  advo¬ 
cates  for  the  ikntique  coj)}'  the  stone  ornament  on  glass, 
textile  fabrics,  etc.,  not  considei  ing  that,  l)y  dint  of  over¬ 
taxed  precaution,  tliey  commit  the  greatest  offence  against 
the  truest  style  of  ornament,  viz.,  that  of  absence  of 
all  adaptation  to  the  object,  material,  and  mode  of  manu- 
factui’o.  If  the  artist  is  thoroughly  imbued  Avith  the 
character  of  Grecian  art,  let  his  inventive  genius  have 
free  scope  to  make  his  design  in  conformity  to  the  piir- 
))Ose,  material,  and  structure  of  the  object,  Avitliout  any 
sei’vile  reproduction  of  traditional  forms.  Much  rather 
Avould  Ave  see  noAV  and  then  some  less  perfect  hut 


free  and  original  creation  of  the  artist,  than  a  dead 
coj)y,  quite  out  of  place.  Very  differently  and  more 
beautifully  does  marble  take  shape  under  the  strokes 
of  the  chisel  than  the  freestone;  Avood  too  is  carved 
differently  from  stone;  and  it  is  therefore  entirely  Avrong 
to  use  for  everything  the  same  pattern-like  forms  of  the 
feAV  fragments  still  extant.  Especially  in  the  Useful  Arts, 
adaptation  to  the  purpose  and  material  of  the  object  is  the 
first  principle,  and  how  often  do  Ave  offend  against  it  in 
the  most  outrageous  manner!  For  the  public  in  general 
nothing  is  Gothic  which  does  not  shoAV  the  pointed 
arch,  for  they  neither  knoAv  its  origin,  nor  can  they 
often  distinguish  between  the  decline  of  Gothic  Art  and 
the  time  of  its  height;  and  everything  that  is  round- 
arched  they  consider  Romanesque  in  Style.  For  many 
a  liberal  application  of  the  ])rinci2)les  of  ornamental  art, 
revealed  in  Egyptian  and  Grecian  Avorks,  i.  e.,  that  of 
idealising  instead  of  co^iying  the  types  of  nature,  does 
not  yet  exist.  Restricting  themselves  Avithin  the  narroAv 
limits  of  Antiquity  they  renounce  their  own  individuality, 
their  OAvn  poAver  of  creation,  and  their  right  and  liberty 
to  give  form  and  expression  to  the  spirit  of  the  epoch. 
This  restriction  Avhicli  has  some  sense  only  for  the  art- 
student  and  pseudo-artist,  living  from  jAlagiarism,  leads 
to  the  very  Avorst  of  reactions.  Nothing  can  compensate 
for  the  deadening  of  our  innate  artistic  life  by  servile 
copying  of  ancient  periods  in  art,  Avithout  considering 
the  intellectual  movement  and  character  of  the  present 
time.  The  rich  source  of  neAv  combinations  is  not  yet 
exhausted,  the  rythmical  play  of  forms  and  lines  shows 
still  the  same  infinite  variety  as  of  old,  and  countless 
are  the  types  of  nature  Avhich  spring  up  every  year  on 
fields  and  meadoAvs.  WTth  the  increasing  prosperity  of 
the  people  groAvs  the  demand  for  an  artistic  treatment  of 
tlieir  daily  surroundings.  One  style  may  reign  here,  i.  e., 
the  eternal  laAv  of  beauty,  and  the  great  Avorks  of  the 
old  masters  may  be  the  connecting  link  to  lead  to  a 
natural  and  free  expression  of  our  Avants  and  feelings. 

As  long  as  Ave  do  not  feel  the  poAver  of  original 
invention  in  Ornamental  Art  strong  enough  to  throw 
aAvay  the  leading  strings  of  traditional  forms,  and  to 
take  the  good  Avhere  Ave  find  it  and  to  assimilate  it 
Avith  our  OAvn  ideas,  so  long  let  us  hold  fast  to  that 
system  Avhich  must  guide  the  artist  ufftil  he  is  able  him¬ 
self  to  be  its  guide. 
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The  Discovery  of  Antique  Silver  vessels  in  Hildesheim. 

j  (For  Illustration's  see  the  present  and  former  Nos.) 


le  discovery  of  Silver-Vessels  in  Hildesheim  is  of 
extraordinary  interest  for  archaeologists, --partly  because 
the  spot  where  the -objects  have  been^  found  cannot- be 
supposed  to  belong  d,o  Roman  colonisation  or  traced 
to  have  any  connexion  with  any  established  historical 
events;  and  partly  because  of  the  richness,  purity  and 
elegance  which  characterize  the  Table-service  there  .dis¬ 
covered. 

The  most  probal)le  hypothesis  is  that  we  have  here 
a  part  of  the  Silver  Plate  belonging  to  Varus,  whicli, 
becoming  the  booty  of  Arminius  in  the  Teutobiirg  forest, 
was  sent  by  him  into  the  interior  and  buried  in  the  neigh¬ 
bourhood  of  Hildesheim.  Should  this  be  so,  we  see  that 
we  have  to  treat  of  creations  belonging  to  the  time  of 
the  first  Roman  empire. 

Tho’  it  is  true  that  Antique  silver  vessels  have,  at 
different  times  and  in  great  quantities,  been  found  in 
Pompeii,  Rome,  and  Bernay  in  Normandy  yet  none  of 
these  have  the  same  interest  for  us,  since  in  none  of 
these  places  has  a  service  for  the  table,  a  rich  relic  of 
a  Roman  domestic  establishment,  been  met  with,  by 
which  we  may  form  to  ourselves  an  idea  of  the  luxury 
and  splendour  of  those  times. 

At  the  first  sight  of  the  collection  we  are  struck 
with  astonishment  at  the  beauty  of  the  forms  in  general, 
and  at  the  immense  size  of  some  of  the  objects;  e.  g., 
a  crater,  or  mixing  vessel,  and  an  amphora  of  respec¬ 
tively  13  and  14^2  inches  in  height,  dimensions  very  sel¬ 
dom  to  be  seen  in  hammered  work  of  silver. 

On  a  closer  inspection,  we  meet  with  several  cha¬ 
racters  of  ornamentation  differing  essentially  from  one 
another  and  in  close  connection  with  the  forms  of  the 
vessels.  This  must  lead  us  to  conclude  that  the  original 
possessor  was  a  real  connoisseur  of  Silver  Plate  and  that 
he  purchased  manufacturies  of  the  most  diverse  character, 
in  order  to  contemplate  with  legitimate  pride  his  rich 
collection  which  he  knew  so  well  how  to  estimate  at  its 
just  value. 

Among  other  objects  is  to  be  found  the  foot  of  a 
small  Egyptian  tripod,  brought  most  probably  from  a 
Roman  Asiatic  Province.  A  drinking  can,  stiff  and  conical 
in  shape,  surrounded  by  alternate  groups  of  animals  and 
wreaths,  has-  a  great  similarity  to  the  earthen  vessels 
of  Ancient  Grecian  style.  The  workmanship  is  rough, 
but  the  animals  are  full  of  character,  and  remind  us  by 
their  treatment  of  Assyrian  and  Egyptian  representations. 
Closely  allied  to  those  earthen  vessels  are  several  drink¬ 


ing  cups  much  resembling  our  own,  or  still  more  the 
French  coffeecups,  and  either  provided  with  a  circular 
foot  or  standing  on  three  claws.  The  mouldings  are  feebly 
marked,  the  ornaments  engraved  or  stamped  into  sheets  of 
silver  and  tffe  incised  parts  filled  in  with  green  enamel. 
This  kind  of  simple  combination  of  colors  with  the  liriglit- 
ness  of  the  silver  must  have  been  of  wonderful  effect  and 
is  well  worthy  of  imitation. 

The  wreaths  and  egg  and  dart  ornaments  have  a 
certain  stiff  and  pattern-like  appearance  in  common  with 
the  painted  Grecian  representations  of  similar  character. 

There  is  also  a  saltcellar  of  great  interest,  recognised 
as  such  by  the  kindred  treatment  of  an  eggshell  which 
contains  in  its  frame  12  cups  for  eggs,  similar  to  those 
of  the  saltcellar. 

Nearly  related  to  this  highly  conventionalized  orna¬ 
mentation,  but  somewhat  lighter  and  more  plastic  in 
treatment,  is  a  small  dish  intended  apparently  for  vege¬ 
tables,  as  it  has  the  figure  of  a  turnq^  in  the  corner, 
while  on  the  top  of  the  cover  of  another  similar  dish 
there  is  a  flying  duck  to  indicate  its  destination  for  a 
duckpie;  a  candelabra  foot  and  a  pot -stand  must  also 
be  considered  to  belong  to  the  same  genus,  on  account 
of  their  sharply  designed  honey- suckle  and  scroll-work 
and  the  low  relief  of  their  modelling. 

It  is  absolutely  certain  that  these  objects  are  of 
Grecian  origin,  or  executed  by  Grecian  artificers,  since 
in  form  and  ornamentation  they  present  a  complete  con¬ 
trast  to  another  kind  of  cup  and  chalice  which  have 
more  the  appearance  of  vessels  of  state,  and  which  must 
certainly  be  classed  among  Roman  productions.  To  this 
class  belong  the  Minerva  plate,  some  chalices,  a  crater 
and  three  shallow  vases  from  the  bottoms  of  which  start 
up  in  bold  relief  what  seem  to  be  the  heads  of  the 
Deus  liiniis,  of  Cybele  and  of  the  infant  Hercules  slaying 
the  serpents. 

Till  now  we  have  only  remarked,  as  ornamental  mo¬ 
tives,  the  simple  ivy  and  laurel  wreaths,  the  honey-suckle 
and  scroll-work,  the  mouldings  enriched  by  being  cut  into 
eggs  and  tongues,  pearls,  or  other  ornament,  but  in 
.the  last  named  vessels  there  enters  all  the  richness  of 
detail  which  we  find  so  plentifully  distributed  over  the 
mural  paintings  of  Pompeii.  Especially  the  acanthus 
leaves  and  scroll  form  the  principal  decorative  features 
for  the  numerous  interspersed  flowers,  shells,  heads  of  men 
and  animals,  which  with  charming  gracefulness  fill  up 
the  corners,  and  cover  the  surface  with  ornament.  In 
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many  of  tliese  ornamental  compositions  are  observed  a 
remarkable  knowledge  of  the  true  treatment  of  surface 
modelling,  a  just  alternation  of  high  or  low  relief,  with 
a  clear  regard  to  its  importance,  and  to  the  form  of 
the  vessel  to  which  the  ornamentation  is  apj^lied. 

The  contours  also  of  some  of  the  smaller  goblets 
have  much  affinity  with  larger  Roman  state -vessels  in 
marble,  e.  g. ,  one  of  the  chalices  reminds  us  esjiecially 
of  the  celebrated  vases  with  the  four  masks  now  in  the 
Louvre.  These  masks  are  most  skilfully  executed  in  bold 
relief,  and  several  beads  and  the  whole  figure  of  Minerva 
at  the  bottoms  of  the  vessels  seem  to  be  almost  detached 
from  them  and  essentially  alter  the  originally  intended 
form.  \Yhen  such  a  round  figure  is  found  at  the  bottom 
of  a  vessel,  its  border  appears  like  a  frame  in  which 
the  figure  itself  lies  like  a  fruit,  exhibiting  the  effect  of 
the  alto-relievo.  If  however  there  are  applied  to  the 
exterior,  or  the  bulbed  part  of  a  vessel,  any  forms  not 
in  harmony  Avitli  the  principal  contour,  this  is  a  great 
fault  and  a  proof  of  the  decline  of  art.  We  may  also 
discern  this  in  the  case  of  other  ornaments,  especially 
where  an  ill -applied  naturalism  mingles  with  the  con¬ 
ventional  treatment  of  the  ornamentation. 


Both  these  faults  are  apparent  in  a  small  cup,  so 
overloaded  with  lions’  heads,  vine-tendrils  and  other  em¬ 
blems  that  a  noble  simplicity  of  form  is  entirely  sacrificed. 

But  indeed  the  skill  of  the  artist  in  the  treatment 
of  silver  in  the  time  of  Augustus  is  admirable.  It  is 
just  here  that  the  great  difference  is  seen  between 
wrought  and  cast  metal.  While,  with  the  latter,  an 
exact  reproduction  of  the  ornament  according  to  the 
mould,  is  produced,  tlie  art-worker,  witli  the  former,  has 
free  scope  for  the  disjilay  of  his  inventive  genius  or  for 
the  application  of  any  improvement  on  the  original.  The 
monotony  imposed  by  casting  does  not  exist  here,  and 
in  looking  attentively  on  hammered  work  we  discover 
always  some  new  and  charming  feature  or  variety  of  the 
same  original  idea. 

iMost  of  the  vessels  were  chiefly  formed  out  of  two 
sheets  of  silver,  the  intermediate  space  being  filled 
with  tin. 

We  have  restricted  ourselves  to  describing  the  most 
characteristic  points  of  the  ornamental  treatment  of  this 
highly  interesting  discovery,  and  would  refer  for  more 
ample  infonnation  on  the  subject  to  the  archaeological 
reports  of  the  Goettingen  Professors. 


Specimens  of  Ornamentation. 


y,o.  1.  No.  2. 


Nos.  1  — 10.  Antique  Silver  Vessels  discovered  in  Hildesheim  (see  Part  16). 
No.  1.  Salt-Cellar,  being  a  counterpart  to  an  Eggstand  of  similar  style. 
No.  2.  Vegetable-Dish. 
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No,  4.  No.  5. 


No.  3.  Plan  of  Bulbed  Part  of  richly  decorated  Cup. 

Nos.  4  and  5.  Drinking  Cups,  in  form  of  Craters,  with  ivy  ornament  in  niello-engraving,  the  leaves  being  green  enamel. 

Grecian  and  Roman  Niello  engravings  are  very  scarce. 
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No.  7. 


No.  6.  Border  of  a  round  Plate. 

No,  7.  Handle  of  a  Metal  Mirror  or  Pan. 
No.  8.  Cup  Handle. 


No.  9.  Handle  of  plate  representing  Minerva  (see  No.  1  Part  16). 


No.  10.  Decoration  of  Bulbed  Part  of  richly  ornamented  Crater. 
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No.  11.  Presentation  Cup  in  gilt  silver  for  Mr.  Noah  Mannheimer,  Chief-rabhin  in  Vienna. 
Executed  after  the  design  of  Mr.  Th.  Hansen,  Archt. 
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No.  12. 


200  Ctm. 


No.  13. 


Nos.  12  and  13.  Chimney-Piece;  Front  and  Side  Elevation. 

Plinth,  consoles,  pilasters  at  the  four  corners,  frieze  and  cornice  terra-cotta  witli  partial  gilding  of  the  ornament;  slab,  frame-work 
of  pier-glass  and  tiles  glazed  earth;  front  of  chimney-piece  polished  iron.  For  full-size  details  see  No.  1  of  Supplement. 

Mr.  J.  Lundwald,  Archt. ,  Frankfort. 


The  Workshop. 


G7 


266 


Nos.  Id  iuiil  IT).  IJook-Case  in  the  Pompeian  House  of  Prince  Napoleon. 

I’liiitli  ami  |)cilfslal  l>lack,  witli  red  ornament  in  front,  red  and  green  fillets  on  both  sides;  cornice,  pilasters  and  framework  of 
iipiicr  [lart  fn-emi,  with  red  ami  gold  arabescines,  side  elevation  and  hack  red,  with  green  ornament;  tympanum  vermilion  ground; 
acToteria.  bases  and  capitals  of  pilasters  picked  out  in  gold;  the  corners  lieing  surmounted  by  two  vases  form  the  Prince’s  Collection. 

For  Details  see  No.  4  of  Supplement. 

M.  Alfred  Normand,  Archt.,  Paris. 


267 


Nos.  16  and  17.  Tabouret  in  the  Great  Saloon  of  the  Pompeian  House  of  Prince  Napoleon;  front  and  side  elevation. 

For  Details  see  No.  2  of  Supplement. 
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No.  18. 


No.  19 


No.  18.  Wooden  Railing  for  a  Balcony. 

No.  19.  Pattern  for  (,'liurcli  vestments  in  white  silk  damask  with  gold,  the  ornamental  types  being  the  flowering  crown  of  thorns  and 

the  thistle. 
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No.  21. 

No.  20.  Wrouglit-Iron  Tomb  Enclosure. 

For  Details  see  No.  6  of  Supplement.  —  Mr.  Durm,  Archt. ,  Carlsrulie. 

_  _  No.  21.  Design  of  Ceiling. 

Ine  narrow  borders  black  with  crimson;  compartments  dark  blue  with  light-green  ornament,  corner  pieces  indian  red,  light  red  and 
white;  leaves  of  inner  border  olive-green  with  brown  stems;  exterior  framing  line  green;  shaded  part  of  centre-piece  standing  for 
green,  black  for  bright  red,  white  for  yellow  ochre,  the  surrounding  scrolls  and  ornament  being  yellow  outlined  with  red-brown  on 
sapgreen  ground.  For  Details  see  Supplement,  No.  5.  —  Mr.  V.  Teirich,  Archt.,  Vienna. 
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Nos.  22  and  23. 


No.  22.  Cast-Iron  Candle  Bracket. 


No.  23.  Ornamental  Wooden  Gable-End  with  curvilinear  sawings. 
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Nos.  24 — 26. 


Nos.  24 — 26.  Wrought -Iron  Hinges  from  tlie  old  warehouse  on  the  Limmat,  Zuricli  (1618),  */'io  full  size. 
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No.  27.  Looking -Glas.s  Frame. 
For  Details  see  Supplement,  No.  3. 


Va  R  1  O  U  S. 


Artificial  Production  of  Alizarin. 

The  reil  sukstance  to  which  madder  root  owes  its  value  as  a 
dye  lias  long  keen  known  to  have  some  close  relationship  either 
to  najihthalin,  one  of  the  constituents  of  the  coal  tar  ju’oduced  in 
gasworks,  or  to  some  chonical  analogue  of  that  sukstance,  and  its 
artificial  jiroduction  lias  Ijeen  for  some  time  a  proklem  of  great 
intere.st  to  chemists.  Quite  recently  it  has  keen  announced  at  a 
meeting  of  the  Chemical  Society  of  lierlin  that  alizarin  has  keen 
oktainod  artificially  from  authacene  or  paranaphthalin,  a  solid  hydro- 
carkon  contained  in  gas  tar,  which  has  sometimes  keen  used  in  an 
impure  state,  as  a  kind  of  coarse  grease  for  machinery.  The  method 
ky  which  it  has  keen  convei'ted  into  alizarin  lias  not  yet  keen 
clearly  descriked,  kut  it  is  stated  that  the  artificial  product  is 
identical  with  the  alizarin  of  madder  root  in  its  kehaviour  with 
mordanted  cloth.  If  this  discovery  can  he  rendered  jiractically 
ajiplicakle,  it  would  he  of  veiy  great  value,  and  a  very  important 


addition  to  the  long  series  of  dyeing  materials  now  obtained  from 
coal  tar.  The  consumption  of  madder  in  the  printing  of  calico 
and  in  dyeing  is  enormous ,  large  tracts  of  land  are  occuified  in 
the  cultivation  of  the  root,  and  it  forms  the  basis  of  a  very  ex¬ 
tensive  branch  of  commerce ;  consequently  the  possible  artificial 
production  of  alizarin  from  such  a  source  as  coal  tar  may  be 
looked  forward  to  as  likely  to  give  rise  to  a  new  trade  of  great 
importance.  Engineering. 


Fine  Art  Exhibition. 

A  universal  Fine  Art  Exhibition  will  be  held  this  year  at 
Munich  in  the  Crystal  Palace  of  that  city;  it  is  to  take  place  after 
the  closing  of  the  Paris  salon,  in  June,  in  order  to  give  French 
artists  an  opportunity  of  jrresenting  their  works.  The  prestige  of 
Munich  in  matters  of  art  is  expected  to  give  additional  interest  to 
this  exliikition. 


Edited 

Prof.  W.Baumer  ,  I.Schnorr  ahd  Others. 
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The  Woodwork  of  the  Renaissance. 


By  Mr.  Joseph  DurMj  Archt. 
With  Illustrations  from  original  di’awings. 


In  no  otlier  branch  of  the  Art -Industry  of  the 
Renaissance  does  the  decorative  element,  which  character¬ 
izes  the  art- creations  of  this  epoch,  and  which  is  so 
full  of  grace  and  charm,  stand  out  so  pleasingly,  and 
show  such  important  results,  as  in  those  very  jiroduc- 
tions  which,  although  formed  of  the  most  unpretending 
material,  viz.,  wood,  reach  the  very  height  of  perfection 
of  which  this  style  of  work  is  capable;  some  of  them 
remaining  for  ever  models  of  classical  taste  and  elegance. 
This  opinion  has  lieen  and  is  conlirmed  by  the  produc¬ 
tions  of  nearly  the  Avhole  of  modern  cabinet-work;  for 
with  the  exception  of  a  few  cai)ricious  and  extraordinary 
imitations  of  niediseval  style,  which  have  made  their 
appearance  from  time  to  time,  this  branch  of  Art- 
Industry  lives,  even  to  this  day,  entirely  on  those  crea¬ 
tions,  treating  them  with  a  greater  or  less  degree  of 
skill  and  success. 

We  get  now  either  mere  reproductions,  blameless 
enough  indeed,  or  we  find,  tho’  rarely,  something  still 
more  highly  worked  up  in  the  style  of  the  great  masters 
of  the  Cinque-cento,  or,  and  this,  alas,  is  most  frequently 
the  case,  misunderstood  types,  worn  out,  used  up,  “flat, 
stale  and  unprofitable”. 

The  last  Paris  exhibition  afforded  an  excellent  ge¬ 
neral  view  of  the  productions  in  this  department  of  Art- 
Industry,  and  at  the  same  time  a  full  confirmation  of 
the  opinion  stated  above.  With  a  due  estimation  of  our 
modern  views  and  necessities,  which  have  some  title  to 
put  in  a  word  on  the  style  and  form  of  our  productions  of 
the  Useful  Arts,  a  too  slavish  adherence  to  the  epoch 
selected  was,  with  much  tact,  avoided.  To  the  honor  of 
Art-Industry  at  large  it  must  be  said  that  there  was  a 
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greater  harmony  and  agreement  among  all  nations  with 
regard  to  style  in  this  than  in  High  Art,  and  that  the 
influence  of  the  Renaissance  has  penetrated  everywhere. 

Some  productions  of  French  artists  were  perfect  gems, 
and  may  vie  with  the  best  creations  of  the  best  time. 

What  is  most  needed  in  the  art-workers  and  manu¬ 
facturers  is  in  the  first  place  a  true  understanding  of 
style  and  conventional  treatment.  The  extreme  want  of 
these  accomplishments,  together  with  the  antiquarian  or 
archteological  sham -productions  in  which  artists  and 
pu])lic  liked  hitherto  to  indulge,  has  led  to  a  great 
confusion  in  matters  of  art  in  general,  and  to  a  mis- 
appreciation  and  misapplication  of  ornamental  and  de¬ 
corative  features. 

The  history  of  art  is  often  reflected  in  one  single 
object.  Gothic  in  its  beginning.  Rococo  in  its  termina¬ 
tion,  or  vice  versa;  others  are  reduced  into  a  barren 
naturalism,  knotty  branches  with  or  without  foliage  form¬ 
ing  frames,  and  a  wood-box  looking  like  a  real  pile 
of  wood,  and  other  objects  of  the  same  kind.  The  cause 
of  this  perverted  application  of  ornament  is  to  be  sought 
in  the  course  of  instruction,  prevalent  in  the  generality  of 
the  schools  of  art,  in  which  the  pupils  usually  co]:)}’  only 
fragments  of  ornament,  the  greatest  importance  being 
attached  to  an  artistic  treatment,  without  directing  the 
attention  to  the  relation  which  the  fragment  bears  to 
the  whole  from  which  it  is  taken,  or  to  the  functions 
which  it  performs. 

This  confusion  in  relation  to  style  we  must  en¬ 
deavour  by  all  means  to  repress,  and  place  a  barrier  against 
it  by  a  deep  and  thorough  study,  not  only  on  historical, 
but  technical  grounds;  that  is,  we  must  bring  into  account  • 
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Fig.  1. 


tlie  peculiarities  of  tlie  material  wliicli  we  use  in  our 
art-])ro(luctious,  and  profit  by  tlie  knowledge  of  its  ad- 
vaiitfiges  and  disadvantages  in  connection  with  art. 

An  interest  in  the  study  of  style  in  art  must  be 
awakened  l)y  public  exhibition  of  master-pieces  of  all 
tim(!s,  ii’om  the  frecpient  observation  of  which  the  taste  and 
sound  sense  of  tlu;  ])ublic  would  speedily  demand  similar 
things,  i.  e.  excellence  in  general  for  every  kind  of 
household  fui'nitui’c;  the  ait-workmen  would  he  obliged 
to  exert  themselves  and  to  study  to  meet  the  require- 
numts  of  the  jmhlic;  and  whei’c  the  iiderest  is  generally 
excited,  the  com])rehension  will  soon  follow  and  with  it 
the  res])(‘ct  for  tlui  artist  and  his  work. 

Again;  we  desire  hefoi'e  all  things  to  cultivate  a 
))Opular  taste,  hut  in  the  ])ractical  manner  which  we 
liavc  j)oiid,ed  out.  Any  amelioration  in  relation  to  Art 
must  |)roceed  frojii  and  develo])e  itself  from  the  ])eople. 

.  It  is  not  alone  the  artists  who  are  to  blame  for  their 


unfortunate  productions;  too  often  they  are  compelled 
by  external  circumstances  to  pay  homage  to  a  corrupt 
taste,  because  objects  of  a  certain  shape,  when  in  fashion, 
are  easily  saleable,  while  the  better  productions  of  the 
craft  often  become  mere  drugs  in  the  market. 

But  let  us  return  to  our  more  especial  subject;  the 
peculiarities  of  the  material  of  which  we  are  treating  are, 
first  of  all,  its  hygrometric  properties,  and  then  its  almost 
stereotomic  ductility. 

The  defects,  as  well  as  the  advantages  of  the  ma¬ 
terial  must  he  taken  into  consideration  in  our  comijo- 
sitions;  if,  e.  g. ,  the  stout  wood,  the  surface  of  which 
is  to  he  ornamented,  splits  easily  length-ways,  the  orna¬ 
ment  must  take  the  direction  of  the  fibres,  that  the 
flaws  which  may  occur  may  not  detract  from  the  nicety 
of  the  design;  and  as  broad  planks  are  most  liable  to 
split  and  warp,  comi^aratively  small  ones  should  be  pre- 
fei'red. 
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In  the  compositions  of  the  Renaissance  period  we 
find  all  these  peculiarities  taken  into  account,  and  every¬ 
thing  that  can  impair  the  solidity  of  the  olpect  avoided 
with  great  care  and  intelligence. 

The  means  of  giving  the  required  form  to  the  wood 
were  rather  limited,  cutting  with  the  saw,  plane,  or 
knife,  and  filing,  horing,  and  turning  being  the  only 
processes  available.  The  artificial  heiiding  of  the  wood 
by  steam,  the  wood-i)ulp,  the  hois  durci  was  not  yet 
discovered.  With  the  latter  an  appropriate  treatment 
of  the  wood  in  its  peculiar  style  is  out  of  the  question, 
since  by  its  entire  transformation  it  can  receive  any  form 
whatever,  even  one  which  may  be  quite  opposed  to  the 
peculiar  properties  of  wood. 

The  surface  decoration  of  the  wood  is  either  relief 
work,  carved  in  every  style  from  the  flattest  to  the 
boldest  and  most  prominent  treatment,  or  marquetry 
{tarsia)^  i.  e.,  flat  inlaid  work,  or  also  variegated  paint¬ 
ing.  This  last  was  afterwards  almost  wholly  superseded 
by  marquetry,  and  appears  at  last  only  in  a  few  gilded, 
ornamented  mouldings,  or  on  very  small  spaces. 

The  introduction  of  marquetry  is  doubtless  owing 
to  its  great  durability,  in  opposition  to  the  too  easily 
injured  and  perishable  painting,  especially  in  objects 
intended  for  daily  use. 

This  exchange  will  he  duly  appreciated,  when  we 
see  how  the  tarsia  work  is  treated,  the  tenderest  shades  of 
color,  from  the  lightest  yellow  to  the  darkest  brown  and 
even  black,  being  blended  with  great  intelligence  and 
skill,  while  the  pictorial  effect  is  admirably  preserved. 


and  historical  compositions,  landscapes,  simple  vessels, 
interlaced  bands,  and  vegetable  ornaments  are  liandled 
with  similar  grace,  and  shaped  in  a  masterly  and  most 
skilful  manner. 

The  finest  s])ecimens  of  tliis  kind  are  shown  in  the 
marquetry  of  the  stalls  in  S.  Maria  maggiore  at  Bergamo 
by  Giov.  Franc.  Capo  Ferrato.  Monks  and  simple  arti- 
zans  of  Loml)ardy  were  the  originators  of  the  cabinet 
work  of  the  Renaissance  in  Italy;  they  attracted  high 
consideration  for  their  art  both  in  their  own  country 
and  far  beyond  its  limits,  and  showed  to  what  height 
the  productive  power  and  genius  in  art  of  a  people  may 
rise  in  a  healthy  period  without  any  aesthetic  lectures 
or  the  tutorage,  of  artistic  doctrines.  But  also  the 
most  eminent  artists  of  the  epoch  did  not  disdain  doing 
their  very  l)est  by  trying  their  skill  on  the  creations  of 
the  Useful  Arts,  Periizzi,  Giuliano  and  Benedetto  da 
Majano  being  frequently  engaged  in  their  active  pro¬ 
motion.  The  excellence  of  their  composition  and  exe¬ 
cution  in  this  province  of  art  is  a  witness  and  the  best 
proof  of  the  ardour  with  which  they  applied  to  this 
work.  At  a  later  date,  Belgian  and  German  masters  of 
the  Renaissance  gained  no  less  reputation  in  this  brancli 
of  Art-Industry,  and  being  likewise  first  rate  artists, 
produced  most  excellent  specimens  of  their  art. 

Generally  the  carved  borders  of  the  surfiices  either 
represent  some  architectural  design  or  boldly  executed 
figures  of  men  and  beasts,  chimeras,  and  vegetable  orna¬ 
ments  in  high  perfection,  both  of  conception  and  workman¬ 
ship.  The  architectural  features,  mouldings,  cornices  etc.. 
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which  bind,  separate,  encircle,  or  crown  the  structural 
parts  are  rather  thin  though  strongly  projecting  as  is  fit¬ 
ting  for  woodwork.  On  account  of  the  extreme  ductility  of 
the  material  the  mouldings  were  in  very  few  instances 
left  quite  plain,  being  adorned  with  the  carvings  of  egg 
and  tongue,  beads,  leaves,  etc.,  and  contributing  not  a 
little  to  raise  the  general  impression  of  richness  and 
elegance.  Many  of  their  compositions  suffer  from  a  cer¬ 
tain  exuberance,  a  mass  of  ornamental  forms  being  ex¬ 
posed  to  view;  but  this  reproach  is  more  easy  to  be 
borne,  than  that  uniform  flatness  of  many  modern  pro¬ 
ductions,  which,  under  the  appearance  of  a  so  called 
simplicity,  do  not  conceal  a  lamentable  poverty  of  imagi¬ 
nation. 

The  productions  of  Art-Industry  in  general  which 
have  any  pretension  to  rise  above  the  level  of  the  merest 
common  neccessities  must  display  a  certain  degree  of 
ornamentation,  if  they  are  to  please.  But  in  many  cases, 
by  the  want  of  skill  in  the  workmen  of  the  present  day 
in  this  department  of  art,  a  cheap  and  good  execution 
of  the  decorative  parts  of  these  productions  becomes  im¬ 
possible.  The  carvings  of  Cambio  in  Perugia,  (about  1500,) 
with  the  wood  left  in  its  natural  color  and  but  sparingly 
gilt,  rank  jjerliaps  among  the  most  beautiful  and  elegant 
creations  of  the  kind.  Relief-work,  marquetry  and  richly 
ornamented  mouldings  vie  with  one  another  in  their  per¬ 
fection.  Behind  the  richly  carved  pulpit  (tig.  2)  the 
design  of  which  is  attributed  to  Perugino,  above  two 
graduated  rows  of  seats  executed  in  the  noblest  style, 
rises  the  mural  decoration  (tig.  1),  following  in  its  upper 
part  the  form  of  the  vault  covering  the  room. 

The  semi-circle  is  enlivened  by  a  niche  decorated 
with  a  statue,  the  si^andrels  right  and  left  adorned  by 
griffins  (the  supporters  of  the  escutcheon  of  Siena)  stan¬ 


ding  on  money-chests.  The  crown,  sword,  ball,  and  dra¬ 
pery  border  of  the  little  figure  are  gilt,  as  are  also  the 
fillets  of  the  architectural  mouldings  framing  the  niche. 
The  raking  cornice  crowning  the  semi -circle  rests  on 
two  boldly  projecting  consoles,  the  soffit  of  the  arch 
being  divided  into  small  sunk  compartments  in  which 
gilt  flowers  are  placed. 

The  panels  between  the  pilasters  under  the  enta¬ 
blature  are  richly  and  nobly  ornamented  and  of  excellent 
effect  in  their  bold  relief,  the  designs  varying  in  the 
drawings  given  in  figs.  3  and  4  and  in  the  griffins  en¬ 
circled  by  fruit  wreaths.  The  panels  beneath  these  repeat 
the  designs,  but  being  intended  as  backs  for  the  upper 
row  of  stalls  they  are  not  carved  l)ut  decorated  by  mar¬ 
quetry. 

The  front  of  the  upper  row  of  stalls  is  adorned 
with  reliefs  of  three  different  j^atterns,  one  of  which  is 
given  in  fig.  5;  that  of  the  lower  row  with  marquetry. 

The  front  of  the  pulpit  is  executed  in  the  most  ex¬ 
quisite  manner;  almost  every  profile  is  of  the  utmost 
elegance,  and  ornamented  in  the  most  perfect  harmony 
with  its  proper  functions.  The  panel  is  enriched  with 
carving  in  bold  relief  while  the  bead-roll  only  which 
encloses  the  frame  is  of  inlaid  work. 

The  walls  and  vaulted  roof  of  the  comparatively 
small  space  in  which  all  this  exquisite  specimen  of  Italian 
woodwork  is  displayed  are  covered  with  the  nol)lest  pain¬ 
tings  by  Pietro  Perugino  and  his  pupils,  and  thus  an 
interior  is  provided,  which  has  no  where  its  e(|ual  in 
the  harmonious  effect  and  the  perfection  of  its  artistic 
execution;  no  magistracy  in  the  whole  world  being  so 
splendidly  seated  as  the  merchaiit  judges  of  the  capital 
of  Umbria. 
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Specimens  of  Ornamentation^ 


No.  1. 


No.  2. 


No.  1.  PaTiol  Decoration  of  Wain.scoting  in  Sacristy  of  S.  Maria  in  Organis,  Verona, 
inlaid  sixteenth  ccntui-y  work;  ornament  in  ebony;  Teal  size.  —  Mr.  A.  Gnauth,  Archt.,  Stuttgart. 


Nos.  2  and  3.  Stucco  Frieze  from  Ball-room  of  the  Royal  Villa  at  Berg,  near  Stuttgart;  Vs  real  size. 
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No.  4. 


No.  3. 


No.  4.  Richly  ornamented  Panel  from  the  Fagade  of  the  Pompeian  House  of  Prince  Napoleon,  Paris;  real  size. 

M.  Alfred  Normand,  Archt. 
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No.  5.  No.  6. 


Nos.  .’3 — 11.  Details  of  Plntraiicc  Door  of  the  Pompeian  House  of  Prince  Napoleon,  Paris, 
lironzo  dressings,  wooden  door  leaves  with  bronze  mountings  and  ornaments.  —  M.  Alfred  Normand,  Archt. 
Nos.  5  and  G.  Detail  of  Upper  Part  of  Door,  for  full  size  design  of  which  see  Nos.  8  and  9  of  Supplement. 
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Nos.  12 — 14.  Sepulchral  Monument  near  Pai’is.  Front,  Side-elevation  and  Ground-pl 
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Nos.  15 — 17.  Sopha  and  Chairs;  for  full  size  details  see  Nos.  5 — 7  of  Supplement. 
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I’.ook  Cover  to  C.  Doru’s  illustrated  Bible,  from  the  design  of  Mr.  ,1.  Schnorr,  Artist,  for  the  edition  in  German  published  by 

E.  llain^erger,  Stuttgart. 


c 


285 


No.  19.  Silver  Church  Lamp ;  Modern  Renaissance  work. 
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NfiH.  20  aiiil  21.  Wardrobe  in  liard  wood,  with  ])ronze  mounting.s  of  under  drawer,  capitals,  mouldings  and  crowning  cornice  enriched 

with  partial  gilding. 

For  full  size  details  sec  Nos.  1  and  2  of  Supplement 
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No.  22.  Pattern  for  Textile  Fabrics,  representing  Cover  in  brown  and  olive  wool,  interwoven  with  yellow  silk. 
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No.  23. 


Va  R  I  O  U  S. 


Transparent  Colorless  Laccpier. 

Tindei’  tliis  name,  says  Scientific  Opinion,  Messrs.  Brodie  &  Middle- 
ton,  of  Longacre,  offer  for  sale  a  preparation  which  promises  to 
find  its  way  very  generally  into  domestic  use.  Every  one  knows 
that  the  lustre  and  polish  of  ordinary  hrasswork  are  due  to  the 
thin  coating  of  ordinary  lacquer  with  which  it  is  covered,  and 
which,  l)y  excluding  the  air,  prevents  the  process  of  oxidation. 
But  frequent  cleansing  removes  this  lacquer  from  microscopes,  door 
l)lates,  Medifeval  chandeliers,  and  so  forth ;  and  the  re-coating  with 
the  lacquer  is  both  a  troublesome  and  expensive  process.  The  new 
[ireparation  obviates  these  difficulties.  It  can  be  laid  on  by  any 
one  with  a  common  camel-hair  bimsli,  the  object  need  not  be 
heated ,  and  the  action  of  the  air  is  effectually  jireventcd.  This 
new  substance  is  quite  liquid,  dries  with  ra])idity,  and  is  readily 
removed  by  turpentine. 


An  Improved  Battery. 

The  last  improvement  iti  galvanic  batteries  is  tliat  suggested 
by  Biittger,  who  ju'ojjoses  to  substitute  metallic  antimony  for  car¬ 
bon.  An  amalgamated  zinc  plate  is  immersed  in  a  strong  solution 
of  comiiKm  salt  and  sul[)hate  of  magnesia  .The  antimony,  like 
(airbon  is  jilaced  in  a  i)orous  pot;  but  the  liquid  used  is  dilute 
snl|ihnric  acid.  A  combination  of  this  arrangement  is  said  to  give 
a  .stronger  aird  moi'c  lasting  currciit  than  a  cell  of  Daniell’s  battery. 


The  New  Wing  of  the  Tuileries, 

The.  reconstruction  of  the  southern  wing  of  the  Tuileries  — 
that  on  the  side  of  the  Seine  — -  rendered  necessary  by  the  entire 
rebuilding  of  the  Pavilion  of  Flora,  at  its  western  angle,  is  rapidly 
approaching  completion,  so  far  as  the  front  towards  the  Place  du 
Carrousel  is  concerned.  The  two  pavilions  surmounted  by  open 
campaniles  and  ornamented  with  allegorical  statues  and  an  infinity 
of  rich  carving  are  the  Pavilions  Lesdiguieres  &  La  Tremouille, 
the  arched  gateways  beneath  which  are  appropriated  to  foot-pas¬ 
sengers  passing  to  and  from  the  quay,  while  the  larger  arches, 
l)etween  the  two  towers,  are  set  apart  for  carriages.  A  long  gal¬ 
lery  above  connects  the  Tuileries  and  the  Louvre ;  and  in  the  block 
of  buildings  to  the  right  is  found  the  new  Salle  des  Etats,  the 
decorations  of  which  are  now  being  proceeded  with.  Twelve  alle¬ 
gorical  statues,  destined  to  surmount  the  Corinthian  columns  in 
the  basement  wall  of  the  Salle,  have  arrived  within  the  last  few 
days.  The  ceiling  of  the  new  gallery  will  represent  the  Pleasures, 
Games,  and  Loves  escorting  Bacchus ;  the  execution  being  intrusted 
to  the  pencil  of  M.  Carrier-Beleuze.  Indeed,  the  chief  point  in 
these  new  buildings  is  the  richness  of  the  decorative  element.  At 
a  time  when  vulgarity  has,  in  many  instances,  invaded  the  domain 
of  art,  it  is  worthy  to  note  the  delicate  taste  and  extremely  in¬ 
genious  inventive  talent  displayed  by  the  architect  of  this  building, 
M.  Lefuel. 


Prof.W.Baumer,  I.Schnorr  ahd  Others. 
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NO-  19. 


The  Decoration  of  Ceilings. 


(With  Illustrations  from  Original  Drawings.) 


With  regard  to  interior  decorations,  there  is  no 
more  grateful  task  that  can  Ije  presented  to  the  artist 
than  that  which  is  afforded  hy  the  ceiling,  a  plane  sur¬ 
face  which,  both  in  relief-work  and  painting,  is  capable 
of  the  richest  and  most  varied  ornamentation,  and  thus 
becomes  an  integral  part  of  the  decoration  of  churches, 
halls  and  drawing-rooms. 

Of  all  the  interior  surfaces  and  partitions  the  ceiling 
is  that  which  has  the  least  to  fear  from  that  enemy  to 
all  delicately  executed  decoration,  the  injury  arising  from 
wear  and  tear;  but  what  is  of  still  greater  importance 
is  that  from  its  very  nature  it  is  in  most  cases  spared 
all  further  intentional  or  accidental  additions  which 
may  very  easily  give  to  the  whole  an  effect  contrary  to 
that  intended  by  the  artist,  and  one  which,  so  far  from 
carrying  out  his  original  idea,  may  even  entirely  dis- 
figm-e  its  expression.  The  difficulty  which  attends  the 
decoration  of  a  dwelling-room  is  especially  increased  hy 
the  absence  of  all  consideration  of  the  after-influence  of 
pictures  and  picture  frames,  of  the  furniture  and  other 
appliances,  or  the  general  effect  of  the  arrangement. 
The  case  is  different  with  the  ceiling,  which,  though  not 
entirely  separated  from  the  rest  of  the  furniture,  and 
corresponding  with  it  by  a  general  harmony  of  style, 
still  always  remains  to  a  certain  degree  a  thing  apart, 
the  proportion  and  general  design  of  which  are  scarcely 
to  be  injured  by  any  extraneous  influence. 

The  reason  why  the  decoration  of  the  ceiling  has 
by  no  means  received  the  same  pattern-like  treatment 
as  that  of  the  walls,  is  to  he  found  in  the  favorable 
conditions  just  pointed  out.  On  the  side  walls  there  is 
required  a  certain  regularity  and  uniformity,  quiet  color- 
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ing  and  design,  in  order  that  the  eye  may  not  be 
fatigued,  while  on  the  other  hand  the  upward  glance, 
being  less  frequent,  allows  the  use  of  more  lively  color¬ 
ing,  delicate  and  fanciful  design  and  more  effective 
modelling,  and  although  the  substitutes  for  a  real  ar¬ 
tistic  decoration,  paper-hangings,  carton  -  pierre ,  etc., 
require  a  careful  consideration,  an  unquestionably  good 
effect  may  still  be  produced  by  them  if  the  great  and 
simple  principles  of  the  true  treatment  of  architectural 
and  decorative  features,  which  have  always  been  the 
leading  ones  in  all  sound  periods  of  art,  be  strictly 
adhered  to. 

There  has  been  no  epoch  in  style  in  which  attention 
to  ceiling  decoration  has  not  been  of  the  greatest  im¬ 
portance  and  acknowledged  as  one  of  the  most  worthy 
tasks  of  Ornamental  Art,  and  in  the  course  of  centuries, 
the  inexhaustible  fancy  of  human  genius  has  travelled 
through  the  whole  gigantic  circle  of  Form,  from  the 
severe  Grecian  ceiling  to  the  immortal  works  of  Michael 
Angelo  in  the  Sistine  Chapel,  from  the  stalactic  ceiling 
of  the  Arabian  to  the  star -bespangled  vault  of  ancient 
and  modern  Gothic. 

Though  the  principal  decorative  features  of  the  cei¬ 
ling  depend  on  the  one  hand  on  the  style  of  the  period 
and  on  the  other  on  the  material  employed,  a  twofold 
style  of  execution  is  usually  therein  displayed  which 
essentially  contributes  to  the  characteristic  of  a  whole 
epoch  of  style.  In  the  interior  visible  roof  either  form 
and  expression  is  given  to  its  construction,  whereby 
the  structural  parts  are  frequently  introduced  as  decora¬ 
tive  elements,  or  both  are  apparently  independant  of 
each  other,  and  the  interior  roof  or  ceiling,  though  never 
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opposed  to  constructive  necessity,  is  arranged  without 
any  regard  to  it  on  purely  artistic  and  sesthetic  prin¬ 
ciples.  If  we  desire  still  to  adhere  closely  to  the  tra¬ 
ditional  utterance  of  a  historical  style,  then  indeed  may 
we  be  often  enticed  to  tlirow  the  constructive  element 
entirely  into  the  hack  -  ground.  The  constructions  of 
modern  times  are  become  very  different  from  those  of 
former  epochs,  and  the  utter  failure  of  manifold  experi¬ 
ments  to  give  them  a  truly  artistic  treatment  has 
taught  us  that  for  the  present  at  least  we  lack  that 
capacity.  The  continual  developments  and  alterations, 
tlie  result  of  advance  in  practical  science,  and  the  spirit 
of  invention,  now  so  rife,  do  not  yet,  in  a  state  of 
transition  into  which  the  introduction  especially  of  iron 
constructions  into  the  art  of  building  has  led  us,  allow 
the  possibility  of  finding  a  satisfactory  jesthetic  form 
in  the  new  material  and  for  its  peculiar ,  structural 
features. 

The  constructive  ceiling  imr  excellence  is  the  Gothic 
intersecting  or  groined  vault,  which  by  its  projecting 
ribs  is  in  itself  the  simplest  and  most  typical  decoration. 
It  is  only  with  great  care  that  coloring  can  he  added 
to  this  decoration,  and  the  recent  restorations  sufficiently 
show  the  difficulties  and  consequences  usually  attending 
the  polychromic  treatment  of  these  jjointed  vaults.  The 
want  of  that  noble  rust,  the  venerable  gray  of  centuries, 
harmonising  the  original  scale  of  colors,  perhaps  more 
effective  formerly,  Imt  not  so  well  toned  into  accordance 
as  tliey  now  appear,  is  no  doubt  the  principle  cause  of 
so  many  unsuccessful  restorations  of  Gothic  decorative 
painting.  Striking  examples  are  the  numerous  recent  re¬ 
storations  of  Gothic  higli  Altars,  which,  although  designed 
and  executed  with  much  skill ,  show  ])y  no  means  the 
desired  effect;  and  often  are  we  led  to  attri]}ute  to  a 
deficiency  of  work  what  in  reality  is  merely  the  want 
of  age. 

In  Italy  during  the  middle  ages,  color  was  differently 
regarded,  for  there  every  design  was  made  for  painted 
decoration,  the  ribs  being  weaker,  the  compartments 
larger  in  order  to  give  free  scope  for  the  rich  display 
of  color  and  the  enhancement  of  gold,  and  to  realise  the 
marvellous  effect  of  their  l)rilliant  harmony. 

It  cannot  be  denied  that  the  purely  media3val  mo¬ 
tives  in  their  limited  sphere  will  ever  hold  aji  authori¬ 
sed  ))Osition,  and  ju’oduce  really  good  effects  employed 
for  the  modein  decoration  of  walls  and  ceilings.  Espe¬ 
cially  in  th(!  case  of  ])ur(!  surface  ornamentation,  where 
the,  effect  is  ju'oduced  oidy  by  outline,  and  every  at- 
temj)t  to  give  the  a])])(!arance  of  relief  ])y  the  distri- 
hution  of  light  and  shade  is  avoided,  the  beautifully 
conventionalised  foliage  will  he  aj)])lied  with  great  effect 
tf)  elegant  scroll  honUu’s  and  flowcu’s.  'I’he  easy  multi- 
plicatir)!!  of  such  ornamcTit  hy  stencilling,  renders  them 
more  suitahle  for  ])ractical  use  in  the  modern  decora¬ 
tive  painting,  when;  however  it  ought  foi‘  the  most 
part  tr)  he  i'(!sti’icted  to  decid(;d  colors,  ina,smu(di  as 
its  effect  is  greatly  (udianced  hy  hold  and  graceful 
outlines. 


In  direct  contrast  with  all  this,  is  the  ceiling  of 
the  Grecian  Temple,  being  constructive  throughout,  as 
is  likewise  the  whole  style.  It  was  not  until  the  later 
Roman  Architecture  that  the  Antictue  lost  its  absolute 
reliance  on  construction  and  that  the  coffered  ceiling 
appears  which  forms  the  leading  feature  of  this  style  of 
decoration  in  the  time  of  the  Renaissance.  It  was  Roman 
Architecture  which  first  produced  that  sham -construc¬ 
tiveness  to  which  modern  times  have  closely  adhered, 
elaborating  the  vaulting  with  fanciful  variety  of  form. 
Those  gigantic  works,  the  great  Baths  and  the  Pantheon 
are  its  creations,  and  their  lofty  and  arched  ceilings  are 
covered  with  the  most  charming  and  elegant  ornaments 
in  stucco  and  color.  The  Renaissance  improved  on  these 
traditions  and  among  their  creations  the  ceiling  deco¬ 
rations  take  a  jirominent  rank.  The  forms  of  Grecian 
Art  were  modernised,  Roman  ornaments  employed  and 
during  the  early  period  many  useful  and  graceful  ideas 
were  borrowed  from  Mediaeval  Art ,  and  introduced 
with  much  ingenuity  and  spirit  into  the  new  compo¬ 
sitions.  The  most  excellent  schools  of  painting  in  the 
world  have  contributed  by  their  ceiling  decorations  to 
'the  productions  of  those  works  which  delight  us  to 
the  present  day  and  are  still  our  most  illustrious  mo¬ 
dels,  executed  according  to  the  canon  of  Beauty,  whose 
laws  alone  are  adhered  to  in  the  midst  of  an  un¬ 
bridled  freedom  in  all  other  respects.  To  these  our 
eyes  turn  with  admiration ,  they  fill  us  with  a  sym¬ 
pathy  which  testifies  how  strongly  our  feelings  are 
attracted  and  satisfied  by  the  living  utterance  of  an 
eminently  artistic  understanding  which  raises  the  art 
of  painting  to  its  authorised  position ,  although  the 
whole  arrangement  is  presided  over  by  a  sound  archi¬ 
tectural  spirit. 

If  the  decoration  of  an  Interior  is  to  he  brought  to 
the  highest  perfection  of  pictorial  and  plastic  art,  to  be 
executed  with  all  the  effective  auxiliaries  of  stucco, 
gilding  and  fresco,  and  a  due  place  to  he  assigned  to 
the  historical  element ,  there  will  always  be  a  direct 
connexion  with  the  well  known  models  of  the  Italian 
Renaissance.  The  most  remarkable  modern  works  of  this 
kind,  productions  of  the  best  architects,  the  theatres, 
lialls,  saloons,  all  make  free  use,  either  consciously  or 
unconsciously  and  frequently  without  any  acknowledge¬ 
ment,  of  the  motives  of  the  Italian  Renaissance,  simply 
because  it  is  the  most  natural  and  appropriate  form  of 
expression  for  our  modern  wants  and  customs.  Until 
now  it  has  not  been  found  possible  to  attribute  to  paint¬ 
ing  any  other  part  in  the  decoration  of  the  ceilings,  than 
that  which  the  great  masters  of  the  sixteenth  century 
have  assigned  it. 

Painting  likewise  limits  the  application  of  the  orien¬ 
tal  style  to  interior  decoration,  although  it  has  just  here 
achieved  great  works.  The  essential  feature  peculiar  to 
it,  uniformity  in  the  distribution  of  color,  which  almost 
iinavoi(lal)ly  com])els  a  rich  and  costly  application  of 
gilding,  does  not  harmonise  witli  any  picture,  with  which 
it  would  tlierefoi’e  he  impossible  to  adorn  a  room,  and 
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who  would  wish  now  adays  to  renounce  such  beautiful 
ornaments  as  these  ? 

We  have  already  mentioned  as  the  principal  motive 
of  the  Renaissance  ceiling,  the  coffer  or  caisson,  which 
has  come  to  us  from  the  antique  with  the  development 
of  the  new  style.  Roman  architecture  depends  more  on 
relief  than  on  color,  the  place  of  which  is  supplied  by 
carved  ornament,  and  though  a  greater  plastic  effect 
is  secured  thereby ,  it  loses  much  in  brilliancy  and 
delicacy  of  finish.  The  arched  coffered  ceilings  of  barrel 
and  domical  vaults ,  the  sunk  panels  diminishing  in 
height  in  conformity  with  construction,  show  a  decided 
progress  from  the  original  form  as  illustrated  in  the 
soffits,  or  under  surfaces,  of  many  Roman  Triumphal 
Arches,  the  dome  of  the  Pantheon,  and  numerous  smaller 
monuments  found  amongst  the  ruins  of  ancient  Rome 
and  Pompeii. 

We  find  already  here  deviations  from  the  original 


ful  manner  than  the  Romans,  and  give  it  all  the  charms 
of  an  untiring  variety. 

The  tunnel -vault  of  the  Pazzi  chapel  is  coffered  in 
the  antique  style,  as  are  many  other  buildings  of  the 
same  period  and  particularly  those  of  the  High  Renais¬ 
sance  ,  such  as  the  splendid  vestil)ule  of  the  Farnese 
Palace  in  Rome,  where  it  is  only  in  tlie  somewhat  Ijroader 
frieze  that  any  trace  of  a  freer  ornamentation  is  to  l)e 
seen,  vases,  honeysuckle  ornament,  interlaced  bands,  etc., 
being  the  typical  decorative  features.  The  beautiful  cei¬ 
ling  in  white  and  gold  of  St.  Maria  Maggiore  in  Rome, 
where  the  slender  bands  are  adorned  with  pilaster  orna¬ 
ment,  and  the  coffered  tunnel-vault  of  the  Florentine 
Monument  of  Marzuppini,  compartments  of  which  are 
represented  in  fig.  1,  where  the  surrounding  framework 
is  left  plain,  with  small  knobs  or  flowers  at  the  inter¬ 
sections,  are  good  examples  of  an  emancipation  from  the 
traditional  antique  style. 


Fig.  1. 

Ceiling  Compartments  of  the  Monument  of  Marzuppini,  Florence. 


rectangular  and  equilateral  form  of  the  sunk  panels, 
though  the  former  is  retained  in  most  cases  as  the  simp¬ 
lest  and  most  natural,  which  are  marked  by  the  frame¬ 
work  which  surrounds  and  divides  them,  and  which  the 
antique  adorns  usually  with  running  patterns  of  frets 
and  carvings  of  bead-rolls,  egg  and  dart  mouldings,  and 
with  the  boldly  projecting  flower  in  the  centre,  a  deco¬ 
rative  element  which  the  Renaissance  especially  turns  to 
account  in  a  thousand  variations.  A  characteristic  feature 
of  the  coffered  ceiling  is  the  constantly  uniform  division 
of  the  space,  without  any  partiality  for  any  fixed  dimen¬ 
sion  or  any  central  point  of  composition,  the  chief  effect 
of  the  panelling  being  produced  by  the  bold,  sharply 
designed  shadows  of  the  sunk  mouldings,  and  the  pro¬ 
jection  of  the  centre  flower.  The  materials  for  these 
ceilings  are  either  wood,  stucco,  or  baked  clay,  the  first 
of  which,  as  a  framework  suspended  from  the  roof,  is  a 
particularly  constructive  element.  Brunelleschi  and  his 
school  construct  the  coffered  ceiling  in  a  still  more  fanci- 


The  school  of  the  Robbia  most  happily  transferred 
at  last  this  decoration  to  a  new  material,  to  which  a 
great  part  of  the  most  successfully  executed  semicircular 
and  domical  vaiilts  and  tabernacles  owe  their  most  ex- 
(^uisite  ornamentation.  The  Dome  of  Pistoja,  e.  g.,  shows 
an  arrangement  of  yellow  rosettes  on  a  blue  ground, 
some  tabernacles  with  sunk  perspective  carving  having 
the  same  motive,  while  on  the  other  hand  the  coffered 
ceiling  has  suggested  the  decoration  of  cupolas  with 
angel  figures  on  a  blue  ground.  Here  too  there  is  a 
marked  change  in  the.  mouldings,  which  are  composed 
of  the  most  varied  members.  The  egg  and  dart  orna¬ 
ment,  cai’ved  leaves  and  pearls,  dentils  etc.,  are  combined 
in  pleasing  succession  with  rows  of  consoles;  and  flowers 
composed  of  two,  three,  etc.,  or  more  layers  of  leaves, 
but  always  in  uneven  division,  fill  up  the  centre  panel 
with  a  greater  or  less  degree  of  richness,  or  are  replaced 
by  symmetrical  ornaments  of  the  most  varied  kinds, 
combined  with  Dolphins,  Masks  etc. 
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Fig,  2. 


Cciliiig  of  tlio  CI)in'c)i  Sta.  Maria  <le’  Miracoli,  Venice. 
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Compartment  of  Ceiling  under  the  Gallery  of  the  Church  Sta.  Maria  de’  Miracoli,  Venice. 


A  judi cions  application  and  distribution  ot  color  or 
gilding  are  very  successful  auxiliaries  for  marking  the 
sharply  designed  outline  and  hinder  all  indistinctness, 
even  for  a  distant  spectator.  So  in  the  ceiling  of  tlie 
church  of  San  Marco  in  Rome,  the  ground  is  dark  blue, 
the  flowers  in  gold,  the  mouldings  gray,  to  which  the 
arms  of  the  Papacy,  a  lion  with  a  golden  wreath,  are 
applied.  So  too  the  panels  of  the  flat  ceiling  of  S.  Bene¬ 
detto  in  Ferrara  are  painted  gray  on  blue  ground. 
Deviations  from  the  form  of  sc^uare  panels  in  rows  are 
not  unfrecj^uently  seen  on  the  flat  roofs  of  secular  build¬ 
ings,  and  among  these  one  of  the  most  lieautiful  is  that 
in  the  chambers  of  the  ducal  palace  in  Mantua,  showing 
oblique  rows  of  square  stucco  panels,  which  contain  gilt 
monograms  on  a  blue  ground.  In  the  same  palace  may 
also  be  seen  on  the  ceiling  of  the  cabinet  of  Isabella 
d’Este  a  charming  combination  of  circular  and  octagonal 
compartments,  intersecting  each  other  and  presenting 
spaces  most  suitable  for  the  reception  of  a  rich  ornament 
of  gold  on  blue  ground  which  is  very  tastefully  arranged, 
springing  up  from  candelabra  and  scroll-work.  Through¬ 
out  the  whole  of  Italy  the  colors  most  frequently  to  be 
met  with  in  the  ];)olychromic  treatment  of  such  decora- 

Xbe  Workbhox). 


five  parts  are  blue  and  gold;  in  tbe  compartments  of 
tbe  Venetian  ceilings,  otherwise  consi<lerahly  modified, 
they  are  again  preserved,  nor  indeed  can  a  happier 
combination  1)6  easily  found.  In  the  less  lofty  chambers 
of  Venetian  l)uildings  the  mouldings  of  the  compart¬ 
ments  are,  with  a  nice  discrimination,  made  less  salient, 
avoiding  by  this  means  the  common  fault  of  many  mo¬ 
dern  architects,  whose  ceiling  decorations  are  often  too 
heavy  for  the  proportion  and  other  ornamentation  of 
the  whole  interior  space. 

The  above  named  intersections  of  different  forms 
or  figures  of  compartments  only  form  tbe  transition 
to  a  further  complication  of  arrangement  which  by  its 
freqxient  repetition  on  one  and  the  same  vault  or  ceiling 
over  large  spaces  produces  a  symmetrical  and  regular 
appearance.  Here  also  Italian  art  oflers  many  excellent 
models,  e.  g.,  the  Corndor  of  the  Sacristy  of  S.  Spiritt) 
at  Florence,  where  circular  panels  are  inscril)ed  within 
square  compartments,  and  joined  together  by  transverse 
ribs,  the  four  resulting  spandrels  being  appropriately 
filled  in  with  figures  and  ornament  in  relief.  *  The 


*  See  Part  2. 
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contours,  though  rather  flat  in  detail,  show  with  wonder¬ 
ful  clearness  and  precision  on  the  gray  ground,  not¬ 
withstanding  the  reigning  dimness  owing  to  the  exquisite 
treatment  and  bold  projection  of  the  masses. 

Quite  different  to  the  composition  just  alluded  to 
is  the  ceiling  of  the  clmrcli  Sta.  Maria  de’  Miracoli  in 
Venice,  (lig.  2).  The  arched  Avoodeii  roof,  an  imperfect 
semi-circle  in  form,  contains  five  compartments  in  breadth 
and  ten  in  length,  the  central  panels  of  which  display 
representations  of  the  Prophets  in  oil,  from  the  pencil 
of  Peiinacclii.  Ribs  gilt  in  the  same  manner  as  the 
flowers,  and  a  red  l)order  ornament  of  running  leaves  on 
a  brown  ground  accompany  the  chief  lines  of  the  com¬ 
partments.  The  panels  show  an  ornament  of  gray  in  gray 
on  a  dark  colored  ground,  which  is  not  of  the  best  taste. 
But  although  the  whole  ceiling  is  deeply  darkened  it  gives 
in  its  entirety  an  impression  of  ijerfect  harmony.  The 
constructive  arrangement  is  also  in  a  certain  sense  marked, 
the  compartments  consisting  of  panelling  and  a  wooden 
framework  joined  to  one  another.  Thus  the  motive  of 
the  panelled  ceiling  is  honestly  and  truly  expressed, 
and  a  greater  lightness  given  to  the  composition  than 
would  have  been  possible  if  it  had  been  executed  in 
stucco. 

The  ceiling  of  the  choir  of  the  same  church  shows 
three  large  rectangular  compartments,  corresponding  to  the 
two  supporting  marJile-pillars,  the  central  one  containing 
paintings  in  oil,  which  compartments  are  again  subdivi¬ 


ded  into  smaller  sunk  panels  by  richly  gilt  mouldings 
(fig.  3  and  4). 

Such  an  arrangement  as  we  have  just  enlarged 
upon  shows  the  natural  transition  from  the  cotfered  roof 
to  that  free  style  of  composition  which  eml^races  the 
whole  surface  of  the  flat  ceiling  in  its  entirety,  dividing 
it  into  compartments  and  panels  of  rich  and  truly  pleas¬ 
ing  effect  to  the  eye.  If  paintings  are  to  be  applied  to 
this  kind  of  decoration  such  panelling  is  necessary  for 
their  disi)lay  and  leads  to  an  arrangement  of  square 
surfaces  with  rounded  or  broken  corners,  circles,  ellipses 
and  other  complicated  forms,  enclosed  by  richly  gilt  and 
carved  mouldings,  and  relieved  by  festoons,  flowers,  foliage 
and  other  devices.  A  hold  cornice,  witli  a  deeply  cut 
hollow,  and  row  of  consoles  forms  frequently  the  border 
and  transition  from  wall  to  ceiling.  Works  of  this  kind, 
dispositions  as  in  the  state  rooms  of  the  ducal  palace, 
the  ceiling  of  the  Badia  and  the  Veccliio  palace  in 
Florence,  and  many  others,  belong  to  a  later  period  of 
the  Renaissance.  In  the  early  Rococo  period  the  lines 
are  distorted,  the  mouldings  overcharged  with  scroll-work, 
while  an  entirely  arbitrary  arrangement  of  panelling 
usurps  the  place  of  an  architectural  treatment.  Impossible 
figures  in  stucco,  often  scarcely  adhering  to  the  surface, 
overload  the  space;  and  yet  even  the  style  Louis  XIV, 
which  was  not  over  successful  in  ceiling  decorations, 
can  exhibit  some  nobly  conceived  works  of  this  kind. 

(The  conclusion  in  our  next.) 


Specimens  of  Ornamentation. 


No.  1.  No.  2. 

Nos.  1  and  2.  Square  Panel  Ornaments. 
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No.  5. 


Nos.  3 — 5.  Painted  Decoration  of  the  Viceroy  of  Egypt’s  railway  carriage,  designed  by  Sir  Matthew  Digby  Wyatt,  Archt. ,  London 

executed  in  black  and  gold  on  white  ground. 
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Nos.  (i  and  7.  Decoration  ol  a  Flower  Vase  (see  No.  8). 

No.  ()  Detail  of  I!asc,  No.  7  Detail  of  Neck,  showing  white  flowers  with  red  centres,  green  leaves  on  green  quarry  ground,  alternating 

with  huff  compartments. 

l'’or  full  size  drawings  of  other  ornamental  details,  ground-plan  and  section  of  Vase  see  Nos.  3 — 5  of  Supplement. 
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No.  8. 

No.  8.  Porcelain  Flower-Vase  with  engraved  ornament,  exceutcd  for  the  Paris  exhibition  by  M.  Deck,  Paris-Vaugirard,  from  the  designs 

of  M.  E.  Rciber,  Paris. 
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Xos.  9  and  10.  I'esigns  for  the  Head  of  a  Harp. 

I!y  tlie  late  Professor  Cockerell.  R.  A.,  executed  in  carved  wood,  enaniolled  and  gilt. 
For  the  decoration  of  npiier  rail  or  heam  of  harp  see  No.  l  of  Supplement. 
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No.  1 


I.  Ricli  Cup,  i)resented  to  Pope  Pius  IX  liy  the  city  of  Rome  in  honor  of  the  50*i*  anniversary  of  his  ordination. 
E.xecuted  hy  Aug.  Castellani  in  Rome,  from  the  designs  of  Michelangelo  Caefani. 
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Nos.  12  and  13.  Wardrobe  belonging  to  tlie  set  of  furniture  illustrated  in  Nos.  15 — 17  of  Part  18. 

For  details  see  Nos.  8  and  9  of  Supplement. 
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No.  14. 


No.  15. 


Nos.  14  and  15.  Curtain  Gallery  with  Drapery,  and  Oval  Table,  belonging  to  the  same  set  of  furniture  as  Nos.  12  and  18. 

For  details  see  Nos.  (1  and  7  of  Supplement. 
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Nos.  IG — 20.  Silver  Knives  and  Spoons; 

Partly  eniljossed,  partly  engraved  and  enarnelled.  Gilding  of  tlie  flat  ornament  on  oxydised  silver  very  effective. 
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No.  21. 


No.  21.  Wrought-Iron  Grille  from  the  Parsonage  of  St.  Dionysius  Church,  Esslingen,  Germany;  17^'“  century  work. 
Executed  in  round-iron,  VI2  cm.  thick;  the  heads  cut  and  engraved  from  sheet-iron. 

Nos.  22  and  23.  Wrought-Iron  Work; 

No.  22  from  Door  of  St.  Salvator,  Prague ;  No.  23  from  Arch  of  Railway  Bridge  at  Mannheim. 

For  details  see  No.  2  of  Supplement. 
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No.  24. 

No.  24.  Silver  Bed-room  Candlestick  with  Crystal  Salver.  Real  size.  Mr.  iJurm,  Archt. ,  Carlsruhe. 


Va  R  1  O  U  S. 


To  Cleanse  Brass. 

Rul)  some  Idchromate  of  potassa  fine,  jiour  over  it  about  twice 
the  hulk  sulphuric  acid,  and  mix  this  with  an  equal  quantity  of 
water.  'J’he  dirtiest  brass  is  cleaned  in  a  trice.  Wash  immediately 
in  jdenty  of  water,  wipe  it,  ruli  perfectly  dry,  and  polish  with 
powdered  rotten-stone. 


Toilet  Flower -Vases. 

The  season  of  flowers  is  at  hand,  and  Art-manufacturers  have 
])rej)arcd  various  novelties  for  their  reception  in  town  and  city 
houses.  Our  attention  has  been  directed  to  several  issues  of  the 
Works  at  Worcester  —  the  Royal  Porcelain  Works,  the  Art-director 
of  which,  Mr.  B.  W.  Binns,  has  certainly  effected  more  improve¬ 
ments  in  P)ritisli  iiorcclain  tlian  any  other  artist  of  his  time.  These 
elcf^ant  and  graceful  vases  arc  of  very  varied  forms.  The  hand 
liolding  a  cup  has  been  some  time  known;  it  has  lieen  subjected 
to  cliangcs.  A  dove  bearing  a  vase  is  exceedingly  attractive,  and 
is  sure  to  be  ])Opular.  'J'he  three  in  one  occurs  in  several  forms, 
being  in  use  chiefly  for  violets;  another  is  a  group,  a  smaller  vase 
“overlooketl”  by  two  large  and  taper  holders,  for  a  bunch  and 
single  flowers;  another  consists  of  seven  stems,  each  id'  which  is 
destined  to  hohl  a  rose;  in  another  eagle’s  claws  bear  u])  the  vase; 
another  re])resents  a  liorn  supiiortml  by  goat’s  feet,  a  bird  at  the 
point:  another  is  a  sort  of  j)late  rif  refined  character  on  a  tripod. 


the  indentation  in  the  centre  containing  the  water  for  the  flowers. 
We  have  named  a  few  of  the  ingenuous  ‘‘novelties”  that  court 
acceptance  at  the  coming  season;  they  meet  all  tastes,  and  have, 
each,  some  special  recommendation.  The  firm  at  Worcester  has 
obviously  maele  great  efforts  to  obtain  pre-eminence  in  this  parti¬ 
cular  class  of  Art-produce;  though  comparative  trifles,  they  are 
home  essentials.  It  is,  therefore,  of  the  highest  importance  that 
they  should  be  good  in  design  and  execution:  and  they  are  so. 


Flooring  Tiles  and  Slabs  made  from  Slate  Refuse. 

The  immense  accumulation  of  refuse  in  the  slate  quarries  has 
induced  M.  Sebille  to  convert  it  into  paving  tiles  and  other  useful 
articles.  The  slate,  with  a  certain  proportion  of  river  sand  and 
pitch,  all  reduced  to  powder,  is  heated  by  steam,  then  poured  into 
moulds  of  the  form  required,  and  then  subjected  to  hydraulic 
pressure.  The  tiles  or  slabs  are  then  cooled  in  w'ater,  and  the  upper 
surfaces  ground  smooth  if  required.  The  density  of  these  slate 
tiles  varies  between  2.2,  and  2.5,  they  are  not  readily  affected  by 
acid  or  alcaline  solutions,  and  will  bear  a  temperature  of  about 
160®  F'ah.  without  injury.  The  process  is  said  to  be  cheap,  and 
the  artificial  stones  produced  are  harder  than  the  slate  from  which 
they  are  made.  Scientific  American. 


Edited  — 

Prof.W.Baumer,  I.Schnorr  AMD  Others. 
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The  Decoration  of  Ceilings.* 


(With  Illustrations  from  Original  Drawings.) 


From  relief  work,  of  wliicli  we  have  keen  liitlierto 
treating  as  one  of  the  original  and  most  effective  means 
of  ceiling  decoration,  let  ns  now  turn  to  coloring  which  1 
claims  the  merit  of  being  the  chief  feature  of  the  Renais¬ 
sance,  through  the  agency  of  which  so  many  eminent 
productions  have  l)een  achieved  in  this  department  of 
ornamentation,  which  mark  an  era  in  the  realm  of  Art. 

The  painter  finds  the  arrangement  of  the  ceiling 
dependant  on  the  historical  devices  with  which  he  has 
to  decorate  it,  for  he  must  make  the  polychromic  treat¬ 
ment  of  the  ornaments  which  constitute  their  framework 
subordinate  to  the  harmony  of  their  colors.  That  under 
this  condition  such  master -works  should  have  been  pro¬ 
duced  can  only  be  attributed  to  the  admirable  union  of 
the  two  arts.  Painting  and  Architecture,  in  both  of  which 
so  many,  if  not  all,  the  most  eminent  artists  of  the  Re¬ 
naissance  were  alike  expert.  At  the  present  day  how 
many  important  works  are  but  failures  through  the  en¬ 
tire  absence  of  architectonic  feeling  on  the  part  of  the 
modern  painter!  Under  this  difficulty  it  is  only  by  the 
energetic  co-operation  of  two  individualities  that  a 
work  can  be  produced,  emulating  those  which  formerly 
sprung,  as  from  a  mould,  from  the  conception  of  one  single 
gifted  man. 

Also  the  colored  Renaissance  ornament  exhibits  its 
marked  characteristic  features.  R  is  not  mere  surface 
ornament  as  understood  in  the  East,  and  during  the 
Middle  Ages.  Possessed  of  a  greater  degree  of  indivi¬ 
duality,  it  is  fashioned  more  after  the  antique  model, 
it  desires  to  produce  effect  by  something  more  than  out- 


*  See  p.  289  ante. 
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line,  it  gives  a  better  development  to  relief  and  form, 
and  never  fails,  at  least  during  its  best  period,  to  charm 
1  the  imagination;  if  shade  is  indicated  the  whole  or¬ 
nament  stands  out  from  a  delicately  tinted  or  white 
ground  from  which  the  outline  rises  in  clearly  defined 
character. 

That  the  Renaissance  however  was  quite  capable  of 
the  composition  of  surface  ornamentation  is  plainly  pro¬ 
ved  by  its  marquetry,  tiles,  and  textile  patterns,  than 
which  it  is  impossible  to  conceive  anything  better  ad¬ 
apted  to  their  respective  materials.  The  transition  from 
the  ornament  proper  to  decorative  painting  has  been 
gradually  and  imperceptibly  effected;  and  the  whole  an¬ 
cient  and  modern  world  of  fable  and  fairy  tale  soon 
2)eopled  the  ornament  of  these  times  with  grotesque 
figures  originally  treated,  but  whose  prototypes  may  be 
traced  in  the  decorations  of  the  luxurious  dwellings  of 
Ancient  Rome.  The  highest  perfection  Avas  attained  by 
Raphael  in  his  immortal  Loggie,  and  in  his  footsteps 
follow  Giulio  Romano,  Giovanni  da  Udine,  and  in  later 
times  Peril!  del  Vaga,  avIio  have  produced  the  most  ex¬ 
quisite  and  most  elegant  ceiling  decoration ,  not  un- 
frequently  combined  with  stucco  ornament. 

Vaulted  ceilings  are  mostly  divided  into  rectangular 
compartments  by  rectilineal  borders;  or  gently  Avaving 
wreaths  of  fruits  and  flowers  SAving  from  corner  to  cor¬ 
ner,  thereby  producing  a  very  graceful  effect.  Acanthus 
leaves  on  Avhich  the  artist  lavishes  all  the  brilliancy  of 
color  connect  the  divisions,  and  are  again  themselves 
effectively  joined  together  by  floAAung  bands  and  ribbons, 
and  frequently  the  artist  Avill  treat  some  panel  as  a  sort 
of  bower,  the  vinebranches  creeping  gracefully  OA^er  its 
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Fig.  5. 


Ceiling  of  the  Monastery  S.  Paolo,  Parma. 


wooden  trelliswork,  l)etween  wliose  leafy  screen  smiles 
Ibi'tli  tlio  l)]ne  vanlt  of  heaven,  while  birds,  panthers  and 
animals  of  all  kinds  frequently  enliven  surfaces  repre¬ 
senting  the  eartli  or  sky.  Vinehowers  of  this  kind  are 
to  l)e  seen  in  tlie  Palazzo  Vecchio  in  Mantua  hy  Giulio 
liomano,  in  tlie  court  of  the  Casa  Taverna  in  Milan, 
and  in  Correggio’s  charming  composition  of  Diana  with 
genii  in  the  cloister  S.  I’aolo  in  Parma.  Giovanni  da 
Udine  makes  use  of  the  same  motive  with  great  success 
in  tlie  si)lierical  vaults  of  tlie  Loggie  of  tlie  Vatican; 
tlie  ceiling  aiipears  airy  and  lofty,  its  graceful  curva¬ 
tures  seem  to  rise  lightly  in  the  sky,  and  show  how  very 
a]i])ro])riate  sucli  decoration  is,  to  give,  especially  to 
lower  spaces,  the  a.i)])earance  of  lightness  and  height. 
l>ater  jiainters  lieginning  from  Giulio  Romano,  in  follo¬ 
wing  out  tliis  motive  to  excess,  frequently  strike  into  a 
wrong  patli  altogetlier.  The  entire  central  panel  on  the 
llat  ceiling  or  on  the  crown  of  tlie  vault,  is  supposed  to 
he  jiicrccd  and  a  temple-like  lantern  placed  over  it;  in¬ 
deed  the  artists  ol’  the  Rococo  period  go  further  than 
this,  and  make  an  architectural  structure  of  the  whole 
dome,  as  is  seen  tor  example  in  one  executed  by  Pozzo 
in  his  masterly  style. 

The  master  -  genius  of  Raphael  turned  this  motive 
to  excellent  account  in  other  ways.  In  the  Stanza  della 
Segnatiira  he  ]'e))resents  the  crown  of  the  vaulted  roof 
as  o])en,  and  allows  to  the  sjiectator  a  glance  into  the 
hliic  heaven  on  which  waving  figures  of  hoys  hear  the 
I’ajial  aims;  or  he  decorates  the  domical  vaults  with  a 
Ian-like  screen,  most  delicately  designed,  as  on  the  semi¬ 
circular  niches  in  the  bath-room  of  Cardinal  Ribbiena. 


The  effect  is  very  different  from  that  produced  by  modern 
architects,  especially  the  French,  when  they  attempt  to 
decorate  in  the  style  of  Louis  XYI,  and  apply  to  a  white 
ceiling  a  rectangular  opening  whose  tender  blue  is  en¬ 
livened  hy  a  few  lightly  waving  cloudlets. 

As  to  tlie  form  of  the  vault,  the  Renaissance  makes 
choice  of  that  which  offers  the  greatest  surface,  the  most 
unbounded  space  for  the  display  of  decorative  painting. 
The  coved  ceiling  was  found  by  the  Cinquecentists  the 
most  appropriate  for  this  purpose,  as  forming  in  the 
penetrations  of  hays,  etc.,  a  natural  distribution  of  pa¬ 
nelling  quite  suitable  for  ornamental  decoration,  as  con¬ 
taining  the  largest  possible  plane  surface  and  offering 
in  its  resulting  lunettes  and  spandrils  place  for  smaller 
pictures. 

A  coved  ceiling  most  beautifully  conceived  and  exe¬ 
cuted,  with  rows  of  festoons  all  round  the  compartments, 
is  to  be  seen  in  the  Farnesina  at  Rome,  and  in  a  room 
of  the  deserted  cloister  of  S.  Paolo  in  Parma,  the  pain¬ 
ting  of  which  is  attributed  to  Araldi’s  pencil,  an  idea 
of  which  is  given  in  Figs.  5  and  6,  The  central  picture 
is  here  wanting,  the  historical  subjects  are  placed  in 
the  lunettes,  the  vault  itself  is  enlivened  with  an  abun¬ 
dance  of  fantastic  figures,  beadrolls,  flowers  and  medal¬ 
lions  with  scenes  from  the  Bible  history,  etc.,  which, 
partly  painted  in  gray,  partly  in  their  natural  colors^ 
are  relieved  hy  the  deep  blue  ground.  The  corner  lu¬ 
nettes  are  alternately  green  and  red,  in  such  a  manner 
that  the  same  color  follows  the  diagonal,  the  tablets  ai’e 
yellow,  the  hands  red,  while  the  sea  monsters.  Fauns,  etc., 
are  painted  gray. 
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Pig.  6. 

Detail  of  Ceiling,  Pig.  5. 
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The  impression  produced  l)y  the  whole  is  somewhat 
gayer  and  less  in  accordance  with  the  idea  that  we  should 
now  entertain  of  the  decoration  of  a  nunnery,  Imt  the 
wliole  composition  gives  elocpient  testimony  to  the  charm 
of  an  union  of  ecclesiastical  and  antirpie  motives  with  an 
unusually  successful  ornamental  eftect.  Araldi  (oh.  1528), 
tlie  author  of  tliis  work  belongs  to  the  first  period  of 
tlie  Ilenaissance,  and  unfortunately  has  bequeathed  to 
us  hut  few  of  his  works. 

More  recent  painters  have  gone  too  far  in  this  style 
f)f  coiiq)osition.  Diminutive  architectural  stiaictures,  and 
even  hindscai)es  have  l)een  introduced  by  them  into  the 
ornament,  so  that  all  organic  connection  of  the  several 
parts  has  been  lost.  Still  the  surpassing  skill  and  rich 
imagination  of  the  artists  make  ns  forget  many  defects, 
and  the  eye  will  ever  find  in  their  productions  an  in- 
exhaiistihle  source  of  intellectual  enjoyment  correspond¬ 
ing  to  their  origin,  which,  after  the  chief  features  of  the 
plan  had  been  determined  on,  was  due  as  to  its  details 
to  artistic  improvisation  only.  That  in  our  modern  times, 
when  it  is  the  architect  who  has  to  design  every  detail, 
works  of  this  kind  must  suffer  from  a  certain  stiffness 
is  sufficiently  clear,  for  indeed  no  artistic  work  which 
jiasses  through  different  hands  can  possibly  he  (piite 
fi'cc  fi'om  this  defect. 

I’erin  del  \'aga  has  left  us  many  excellent  proofs  of 
his  indust ly  in  Denoa,  es])ecially  in  the  Doria  Palace. 
.Many  apartments  and  vestibules  in  the  city  are  also 
the  work  of  his  ))npils  as,  (!.  g.,  ])art  of  a  coved  ceiling 
from  a  vestibule  in  the  Via  Nuova  a  sketch  of  which  is 
given  in  Pig.  7.  A  compartment  of  the  vault  of  a  loggia 
in  the  c(mrt  of  the  S])inosa  I’ahme,  Via  8ta.  Caterina, 
i-^  also  dccorate<l  in  ;i  similar  mannei-.  (Fig.  8.) 

Decoratifui  in  the  style  of  the  above  named  examples, 
i^  pccnliai'ly  adajited  to  the  ornamentiition  of  a  long 
corridor  or  jjassage,  as  it  will  tiike  tiway  from  its  nnmo- 
tony,  the  eye.  being  carried  Jilong  a  rich  variety  of  ])ic- 
tures  atid  figures,  without  being  fatigued.  The  Utfizi 
t/allery  in  Florence  offers  a  striking  example  of  the  ex¬ 


cellent  effect  of  such  a  composition,  and  for  the  same 
reason  a  similar  treatment  of  long  semi-circular  vaulted 
roofs  is  to  be  recommended. 

Spherical  vaults  also  offer  great  opportunities  for 
well  conceived  and  nobly  executed  decorations  in  color. 
In  these,  when  the  dome  is  perfect,  either  the  surface  is 
divided  into  zones  and  separated  by  meridians,  or  as  in 
entirely  flat  ceilings  composed  of  a  free  distribution  into 
panels  tilled  with  pictures,  figures  and  other  ornaments. 
Raphael  divides  the  dome  in  the  church  Sta.  Maria  del 
popolo  in  the  first  mentioned  manner,  with  mosaics ;  the 
intermediate  panels  are  here  rather  small  and  filled  up 
with  dolphins  and  candelabra.  The  celebrated  Stanza 
della  Segnatura  may  serve  for  an  example  of  the  second 
style  with  its  delicate  divisions  into  rectangnlar  and  cir¬ 
cular  conqiartments  whose  framework,  borders  and  pa¬ 
nellings,  are  enriched  with  the  most  exquisite  and  sug¬ 
gestive  ornamentatioji,  which  like  the  figures  are  of  the 
greatest  excellence.  Pinturicchio’s  decorations  also  in  the 
church  of  Sta.  Maria  del  popolo  are  characteristic  of  a 
contemporary  of  Raphael  and  bear  the  inq:)ress  of  his  ge- 
niiis,  though  perhaps  the  figures  of  the  apostles  with 
their  architectonic  niches  in  the  pendentives  of  the  choir 
are  too  severe  in  conception. 

Of  great  interest  is  the  vaulted  roof  of  the  mediaeval 
church  San  Matteo  in  Genoa.  Flat  spherical  calottes 
with  elliptical  centres  between  pointed  arches  form  the 
vault  of  the  nave,  the  spandrils  being  ornamented  with 
gay  figures  of  boys  and  genii.  Very  similar  is  the  pain¬ 
ting  of  another  mediaeval  church  of  the  Ei'emitani  in 
Padua,  the  ornamentation  of  whose  groined  vaidts  is 
from  the  master  hand  of  a  Mantegna,  but  these  examples 
of  mediaeval  decorations  are  exceptional,  nor  does  the 
Renaissance  lend  itself  easily  to  the  execution  of  such 
tasks. 

If  the  dome  was  to  be  ornamented  very  simply  a 
division  into  conq)artments  was  simulated  by  painting, 
iind  it  is  astonishing  how  a  plastic  effect  is  attained  by 
these  imitations.  The  panels  are  painted  in  the  live. 
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liest  colors,  blue,  red,  green,  orange,  etc.,  while  the  moul¬ 
dings  are  painted  grey  on  grey,  a  strongly  defined  shade 
being  also  constantly  added. 

As  long  as  the  attempt  at  a  plastic  effect  on  the 
roof  by  means  of  painting  is  kept  within  these  bounds, 
there  can  be  no  great  danger  in  assigning  such  a  pro¬ 
vince  to  color,  but  it  must  never  by  any  means  be 
allowed  to  go  too  far.  It  is  only  the  genius  of  Michael 
Angelo  that  can  outstep  these  limits.  No  one  but  him¬ 
self  could  with  impunity  treat  his  gigantic  work,  the 
ceiling  of  the  Sistine  Chapel ,  as  plastic  composition 
throughout,  and  therefore  the  common  rule  is  never  to 
be  applied  to  the  creations  of  an  inimitable  genius. 

As  every  work  of  Art  owes  almost  everything  to  the 
creative  individuality  of  the  artist  who  conceives  and 
executes  it,  we  can  draw  but  few  general  principles  for 
the  decoration  of  ceilings  from  the  great  number  of  ex¬ 


cellent  models  we  have  in  this  department.  What  is  most 
essential  is  the  greatest  possi])le  clearness  of  arrange¬ 
ment  by  the  choice  of  light  and  lively  color,  together 
with  strict  distribution  of  light  and  shade  through  a 
careful  modelling  of  the  ornaments  and  figures,  whose 
effect  depends  especially  on  the  precision  of  their  outline. 
Figures  are  best  represented  in  ideal  compositions,  tlm 
attempt  at  perspective  effect  deepening  or  enlarging  the 
offered  space  is  altogether  to  be  avoided  as  likely  to 
lead  to  extravagance  and  vagary. 

On  the  whole  we  find  no  other  principles  than  those 
which  apply  to  all  surface  decoration,  though  the  treat¬ 
ment  of  the  ceiling  permits  more  freedom  than  other 
surfaces.  While  the  walls  of  an  interior  space  should 
always  be  in  a  certain  degree  subjected  to  vertical  lines, 
the  roof  should  always  })reserve  the  character  of  a  uni¬ 
formly  extended  or  horizontal  surface. 


Specimens  of  Ornamentation. 


No.  1. 


No.  2. 

Nos.  1  and  2.  Romanesque  Style.  Details  of  Imposts  from  St.  John’s  Church,  Niederwcisel,  Germany;  ‘/s  real  size. 
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No.  4. 


X'l.  KonaisManco  Styhi.  IJordor  of  Vcstincnt,  rod  on  blue  (ground,  from  the  Dutch  Gobelins  in  Di’esden  Gallery. 

No.  4.  Model’ll  llordor  Pattern  for  woidon  Hangings,  inter-woven  with  yellow  silk. 

Ibiiiiiing  ornament  n  brown  ochre  on  dark  blue  ground;  ground  /'  and  fj  dark  chocolate;  geometrical  patterns  c  grey  with  red  dots  on 
ground  with  yellow  bordering  lines;  fret  borders  h  black  on  yellow  with  light  blue  bordering  lines;  ornament  d  yellow  on 

cobalt,  ornament  e  scarlet  on  green  ground. 


No.  5 


Nos.  5  and  6.  Modern  Gothic.  Capitals  of  the  Grafensaal  of  Hohenzollern  Castle.  Mr.  Alb.  Jungermann,  Sculptor,  Berlin. 
The  vegetable  types  of  the  ornament  are  vine  and  common  maple  alternating  with  oak  and  hops. 
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No.  7. 


No. 


Noh.  7  8.  Cliuidclaljra.  lialian  sixteenth  century  work. 

No.  7.  From  Clnircli  of  Sta.  Maria  del  Popolo. 

Of  excellent  proportions;  very  judicious  aj^plication  of  tlic  ornament;  foot  showing  tlic  arms  of  the  Chigi  family. 

No.  8.  From  Church  of  S.  Andrea  delle  Valle,  Rome. 


No.  9.  Earthen  Tankard ;  end  of  sixteenth  century.  Full  size. 
The  old  German  inscription  runs  as  follows: 

GERHET  ;  DV  :  MVS  ;  BARER  :  BLASEN  : 

SO  :  BANSSEN  ;  BI  ;  BAVREN  :  ALS  :  WE  REN  ;  SI  :  RASEN 
FIS  ;  VF  ;  SPRICH  :  BASTOR  : 

ICH  :  VERBANS  :  BI  ;  KAP  :  MIT  :  KOR  ;  1598  ; 
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No.  10.  Modem  Time-piece  in  silver  gilt.  Designed  for  a  race  prize  by  Mr.  Val.  Teirich,  Archt.,  Vienna.  Enamelled  dial-plate,  ground 

of  ornament  blue,  numbers  black. 

For  ground-plan  see  No.  7  of  Supplement. 
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No.  11.  Dining-room  Ceiling  in  the  Pompeian  House  of  Prince  Napoleon.  —  M.  Alfred  Normand,  Archt.,  Paris.  Border  compartments 
show  alternately  yellow  and  white  ground  with  blue  triangular  panels.  Great  centre  compartment  outlined  with  red,  octagonal  panels, 

partly  red,  partly  yellow  and  partly  blue,  the  stars  being  white  on  red  ground. 

For  full  size  details  see  Nos.  3 — 6  of  Supplement. 


Nos.  12  and  13.  Balustrade  of  Gallery  in  tlie  Library  of  Prince  Napoleon’s  Pompeian  House.  -  M.  Allred  Norinand.  Arclit..  Paris. 
Ornament  red  and  white  on  green  ground;  small  gilt  flowers  relieving  the  fret. 

For  full  size  details  see  No.  1  of  Supplement. 
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Nos.  14  and  15.  Design  for  an  Oak  Buffet.  Front  and  side  elevation.  —  Mr.  Alfred  Waterhouse,  Archt.,  Loudon. 

Details  Nos.  8  and  9  of  Supplement. 
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No.  IG. 


No.  IG.  TiroTize  fTi-illo  for  Window  of  Bowood  Cliapel.  —  By  the  late  Professor  Cockerell,  R.  A.  London. 

Details  No.  2  of  Supplement. 

Nos.  17 — 20.  Modern  iloTtian  Jewellery.  Kxecuted  ))y  the  firm  Cli.  Ansorge  from  the  designs  of  Salvatori,  Rome. 
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Nos.  21  and  22.  Desiffii  i'ur  a  Family  ]\Ioiuiment.  Elevation  ami  section  — •  Prof.  Hammer.  Stuttgart. 
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The  (ilass  of  the  Romans. 

The  Slade  collection  in  the  British  Museum  is  exceedingly 
interesting,  and  contains  a  great  variety  of  Roman  glass.  Mr.  Franks 
has  made  a  report  on  it,  in  the  course  of  which  he  says;  —  “Of 
cut  glass,  an  art  which  it  was  formerly  denied  that  the  Romans 
possessed,  there  are  good  examples;  sirch,  for  instance,  is  a  boat¬ 
shaped  vase  of  deep  emerald  hue,  and  of  the  same  make  apparently 
as  the  Sacro  Catino  of  Genoa ;  a  bowl  cut  into  facets,  found  neai 
Merseburg  in  Germany;  and  a  cup  similarly  decorated,  found  near 
Cambridge.  Two  vases  exhibit  designs  in  intaglio:  one  of  them 
a  siibiect”  with  figures;  the  other,  a  bowl  found  near  Merseburg, 
e.xhibits  the  story  of  Diana  and  Actseon.  Of  vases  decorated  in 
cameo,  fragments  alone  are  to  be  found  in  the  collection,  but  as 
only  four  entire  vases  are  known,  this  is  not  surprising.  One  of 
the  fragments  seems  to  be  j)art  of  a  large  panel  which  has  re- 
j.resented  buildings,  etc.,  and  has  on  it  remains  of  a  Greek  in¬ 
scription.  fine  of  the  rarest  specimens  in  the  collection  is  a  cir¬ 
cular  medallion  of  glass,  on  which  is  painted  a  griffon;  the  colors 
appear  to  be  burnt  in,  and  it  is  therefore  a  genuine  specimen  of 
ancient  painting  on  glass,  of  which  but  three  other  instances 
are  known.” 


Roman  Decoration. 

The  Roman  correspondent  of  the  Morning  Post  says  a  very 
iuteresting  discovery,  with  regard  to  the  state  of  preservation  of 
the  decorative  paintings  now  revealed,  has  just  been  made  on  the 
I’alatine-hilh  During  the  C(jntinuation  of  the  excavations,  under 


o  u  s. 

the  direction  of  the  Chevalier  Rosa ,  two  chambers  have  been 
brought  to  light,  about  50  yards  westward  of  the  temple  of  Jupiter 
Victor,  which,  from  the  style  of  their  construction,  the  elegance  of 
their  mosaic  pavements ,  and  the  artistic  coloring  and  design  of 
their  mural  paintings,  evidently  belonged  to  a  portion  of  the  im¬ 
perial  palace,  dating  from  the  Augustan  period.  The  preseiwation 
of  these  specimens  of  the  interior  decorations  of  a  part,  at  any 
rate,  of  the  vast  fabric,  inhabited  for  centuries  by  the  rulers  of 
the  Roman  world,  is  owing  to  the  fact  that  these  chambers,  with 
probably  several  others  which  will  gradually  be  cleared  out  in  the 
same  manner,  served,  after  being  filled  up  with  rubble,  as  sub¬ 
structions  to  an  edifice  constructed  at  a  posterior  date,  a  portion 
of  which,  a  foundation  wall,  indicating  masonry  of  the  fourth 
or  fifth  century,  is  still  standing  wdthin  the  original  area  of  the 
principal  chamber,  which  it  divides  longitudinally,  hiding  one  side 
of  the  mural  paintings;  on  the  other,  however,  are  several  ad¬ 
mirably-preserved  specimens  of  Roman  house  painting ,  the  most 
remarkable  subject  being  the  favourite  fable  in  which  Argus,  lo, 
and  Mercury  are  the  protagonists. 


Alleged  Discovery  in  St.  Gervais  Clmrcli,  Paris. 

A  discovery  has,  it  is  said,  been  made  in  the  old  church  of 
St.  Gervais.  Some  persons  who  were  repairing  the  woodwork  at 
one  of  the  sides  of  the  nave  discovered  a  secret  door,  giving  access 
to  a  small  chapel,  hitherto  not  known,  the  walls  of  which  are 
entirely  covered  with  excellent  paintings  in  the  Renaissance  style, 
in  good  preservation.  The  Builder. 


Prof.  W.Baumer,  I.Schnorr  ahd  Others. 
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Majolica. 


By  Mr.  Jacob  Falke. 


That  species  of  glazed  potter’s  ware  which  is  known 
under  the  name  of  Majolica  has  shared  the  fate  of  many 
other  branches  of  art,  having  been  highly  esteemed  and 
even  overrated  at  first,  then  falling  into  decadence  and 
oblivion,  and  again  after  some  time  making  its  appear¬ 
ance  as  an  antique. 

The  origin  of  majolica,  though  not  far  distant  from 
modern  times,  is  still  rather  obscure.  It  might  easily 
have  escaped  the  eyes  of  the  world,  inasmuch  as  the 
early  productions,  both  in  material  and  ornamentation, 
have  rather  a  rough  and  shapeless  appearance.  It  was 
not  until  the  beginning  of  the  sixteenth  century,  the 
period  at  which,  in  Italy  at  least,  everything  that  was 
undertaken  showed  a  master  hand,  that  this  manufac¬ 
ture  took  an  artistic  flight.  The  most  accomplished 
princes  then  took  majolica  under  their  especial  patronage: 
kings  and  emperors  considered  these  works  their  most 
beautiful  treasures,  the  noblest  ornaments  for  table  or 
credence,  not  less  precious  even  than  vessels  of  gold  and 
silver.  Soon  however  these  royal  and  imperial  patrons 
passed  away,  and  the  artists,  no  longer  honored  by 
their  notice,  abandoned  their  craft.  Their  productions, 
from  having  been  patronised  beyond  measure,  now  fell 
into  disuse,  the  work  became  more  careless  in  execution, 
its  beauty  diminished,  and  at  length  a  most  dangerous 
rival  arose  in  Oriental,  and  later  in  European  porcelain. 
As  regards  High  Art  indeed,  the  porcelain  of  that  time 
could  not  in  any  degree  stand  the  comparison  with  the 
more  beautiful  majolicas  of  the  best  period,  but  they 
were  more  delicate  in  material,  more  solid,  yet  lighter 
and  better  adapted  to  common  use,  and  in  their  deco¬ 
ration,  though  baroque  in  style,  they  displayed  a  certain 
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something  which  attracted  the  symiiathy  of  the  contem¬ 
poraries  of  that  period  in  art  known  as  “Louis  Quatorze”, 
or  Rococo.  Thus  majolica  fell  into  disrepute,  the  manu¬ 
facture  of  it  ceased,  and  the  art,  no  longer  practised, 
became  for  the  time  entirely  lost. 

Then  after  a  time,  amateurs  and  collectors  again 
seized  upon  these  productions,  less  however  on  account 
of  their  beauty  than  their  antiquity,  not  for  use  or 
ornament  but  simply  from  the  mania  for  collecting. 
Year  by  year  the  price  of  them  increased  till  it  reached 
an  exaggerated  height,  and  then,  only  a  few  years 
ago,  followed  a  sudden  reaction,  for  it  was  found  that 
the  enormous  prices  offered  for  them  had  produced  a 
number  of  well  executed  forgeries,  which  could  with 
great  difficulty  be  distinguished  from  the  genuine,  especi¬ 
ally  as  in  the  glazed  terra-cotta  little  or  no  change 
is  produced  by  age.  The  doubt  which  naturally  en¬ 
sued  diminished  also  the  price  of  the  originals,  but 
the  forgotten  art  was  revived  and  once  more  brought 
into  practice,  and  the  new  manufacture  took  rank  as 
what  it  was  in  reality,  an  imitation  or  meritorious 
revival  of  an  old  and  beautiful  art.  Favored  by  the 
tendency  of  the  times  it  quietly  grew  to  greater  im¬ 
portance  in  modern  Art -Industry,  obtaining  far  more 
than  mere  antiquarian  or  local  interest,  for  several 
countries  now  took  part  in  majolica  manufacture,  though 
none  with  the  same  perfection  and  intelligence  as 
Italy. 

This  importance  of  majolica  as  a  new  or  revived 
and  flourishing  branch  of  modern  Art-Industry  is  the 
cause  of  our  proceeding  to  discuss  it  more  extensively 
]  with  the  view  es])ecially  of  critically  illustrating  its 
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artistic  value  and  marking  its  place  in  relation  to  its 
modern  application. 

The  name  majolica  is  sipiposed  to  he  derived  from 
Majorca,  and  indeed  it  appears  to  have  been  from  this 
island,  Avhen  under  the  dominion  of  the  Arabians,  that 
the  impulse  was  given  to  the  Italian  manufacture.  There 
were  there  some  celebrated  Saracenic  potteries,  the  pro¬ 
ductions  of  which,  well  known  to  us  as  to  their  chief 
characteristics,  were  sent  as  articles  of  merchandise  to 
Italy  and  were,  perhaps  at  an  early  jieriod,  in  common 
use  there.  But  the  commencement  of  the  peculiar  Italian 
manufacture  is  traced  hack  to  a  certain  date,  the  taking 
of  Majorca  by  the  Bisans  in  1115.  In  the  rich  booty 
found  in  the  conquered  town  were  immense  numljers  of 
plates  of  baked  clay  with  a  metal-like  lustre  inserted 
as  memorials  in  the  walls  of  the  churches.  So  placed, 
collecting  within  their  brilliant  hollows,  as  in  a  concave 
mirror,  the  rays  of  the  sun,  they  produced  a  most  plea¬ 
sing  and  splendid  appearance.  It  is  not  improl)ahle  that 
these  “Imc'ini'’  or  basins  became  the  excitements  to  imi¬ 
tation.  It  may  however  he  that  the  Saracens  of  lower 
Italy  already  possessed  potteries  similar  to  those  of  the 
Arabians  in  ^lajorca,  Spain  and  Sicily,  and  that  it  was 
from  them  that  the  art  extended  itself  northwards. 

We  must  nevertheless  leave  these  siq)positions  un¬ 
decided,  especially  as  the  majolica  manufacture,  when 
it  began  to  attract  attention  by  its  fame  and  importance, 
did  not  make  its  appearance  either  in  Pisa,  or  in  the 
vicinity  of  the  former  Saracenic  colonies,  Init  in  the  old 
Umbrian  province,  the  little  duchy  Urlhno,  which,  as 
far  as  history  can  prove,  liecame  the  cradle  of  the 
majolica,  and  whore  it  certainly  displayed  itself  in  the 
greatest  beauty  and  jierfection. 

The  fu-st  city  which  olAained  a  really  great  and 
extensive  reputation  for  majolica  manufacture  was  Pesaro, 
which  was  at  least  a  hundred  years  in  advance  of  any 
f)ther  ])lace.  Even  in  the  fourteenth  century  it  is  cer¬ 
tain  that  the  potteries  of  Pesaro  took  an  artistic  and 
decorative  direction  and  were  favored  and  nurtured 
by  the  i\Ialetestas  who  were  then  the  reigning  family. 
The  gi'catest  part  of  them  were  ex])orted  as  articles  of 
commerce,  while  many  of  the  most  heauliful  specimens 
were  sent  as  presents  by  the  princes  to  other  sovereign 
powei's.  These  early  productions  of  Pesaro  are  not 
liowever  the  real  and  genuine  majolica,  and  therefore 
are  tm-med  toclinically  and  ai'chfoologically  Dwz.za-ma/jolica 
or  semi-majolica,  'i’lu'y  have  also  a  greater  resemblance 
in  their  extei-ioi-  to  their  old  Saracenic  models,  together 
with  that  ])eculiar  metallic  and  iridescent  glaze  which 
was  theii'  especial  charm.  Tlioy  do  not  consist  of  one 
single  layei'  of  whit(‘  r)r  ycdlow  clay,  like  the  real  majo¬ 
lica,  hut  chiefly  (»f  a  red  clay  Avhich  is  again  covered 
over  by  a  thin  coating  of  white  earth  found  in  Sienna. 
'I'his  white  coating  aftei’  having  been  once  ex])osed  to 
the  action  f»f  lire  is  ready  to  receive  ])ainting  and  glazing. 
'I’lie  oi-naments  are  very  sim])le,  and  in  their  avahesques 
recal  tlieir  arahian  origin.  To  these  were,  added,  besides 
the  arms  which  form  also  a  constant  a.nd  material  part 
of  the  decoiation  in  the  Moresque  vessels  of  Sj)ain, 


representations  of  Saints,  heads  of  Deities,  portraits  of 
contemporary  princes  and  their  wives,  with  Italian  and 
Latin  inscriptions  all  roughly  executed,  so  that  in  an 
artistic  point  of  view,  in  the  matter  of  design  and  painting 
the  mezza-majolica  can  pretend  to  no  high  work.  In 
color  also  they  are  monotonous  showing  no  other  tints 
than  yellow,  l)lue,  green  and  black.  Their  great  charm 
consists  in  their  enamel  of  gold  or  mother-of-pearl  which, 
as  the  light  falls  upon  it,  reflects  so  many  different  colors. 
Their  artistic  value  is  derived  from  their  decorative  na¬ 
ture  and  is  favorable  to  their  acceptance  once  more  as 
articles  of  luxury.  In  rooms,  and  especially  on. buffets 
or  sideboards  with  a  dark  background  they  have  an 
excellent  effect.  The  imitator  or  restorer  must  he  careful 
to  make  the  speciality  and  value  consist  in  this  and  not 
in  the  painting  or  the  busts  and  heads. 

This  is  indeed  also  the  case  with  the  real  majolica, 
of  Avhich  the  decorative  part  is  the  prevailing  charm, 
though  this  was  not  formerly  the  reason  of  its  high 
estimation  or  of  its  antiquarian  value.  It  was  prized 
and  paid  for  in  proportion  to  the  excellence  of  the  figures. 
\Vhere  these  novel  objects,  Avhich  obtained  such  immediate 
celebrity,  Avere  manufactured,  or  Avhere  they  had  their 
beginning  is  not  easily  ascertained,  for  our  AAdiole  acquain¬ 
tance  Avith  majolica,  and  especially  our  knoAAdedge  of  the 
different  marks  Avhich  characterize,  and  that  Avith  no 
great  precision,  the  different  manufactures,  is  to  an  extra¬ 
ordinary  degree  imperfect  and  full  of  doubt  and  mere 
conjecture.  Even  those  marks  Avhich  are  most  frequently 
met  Avith  are  not  ahvays  to  he  attributed  Avith  certainty 
to  one  particular  factory.  Probably  the  neAV  art  may 
have  originated  or  been  elaborated  in  Urhino  and  intro¬ 
duced  into  Pesaro  about  the  year  1500.  The  peculiarity 
Avas  that  the  Avhole  mass  consisted  of  a  whitish  clay, 
and  the  coating  of  the  majolica  Avas  dispensed  Avith,  and 
instead  of  the  pure  enamel  of  lead,  one  of  tin,  or  of  tin 
and  lead  mixed,  Avas  employed.  This  latter  Avas  horroAved 
from  the  terra-cotta  of  Luca  della  Robbia  and  his  fa¬ 
mily,  Avhich  is  marked  by  the  characteristic  Avhite  enamel 
coating.  The  vessel,  Avhen  shaped  from  the  clay,  Avas 
placed  in  the  oven,  half  baked,  and  then  dijAped  into  the 
glaze  Avhicli  gave  it  an  opaque  covering;  on  this  the 
artist  painted  his  designs,  holding,  as  is  shoAvn  by  a 
representation  on  one  of  the  majolicas,  the  vessel  in  his 
left  hand  on  his  knee.  A  sure  and  light  hand  Avas  ab¬ 
solutely  necessary,  as  the  still  damp  glaze  quickly  ab¬ 
sorbed  the  color,  and  rendered  it  impossible  for  the 
artist  to  correct  any  fault  he  might  have  made.  What¬ 
ever  Avas  to  he  done  must  be  quickly  and  jDrecisely  done, 
and  this  is  jnst  the  reason  Avhy  so  many,  and  indeed  the 
greater  number  of  the  productions,  are  of  altogether 
hasty  Avorkmanship,  Avhile  the  hand  proves  that  they 
might  have  been  better  executed.  When  the  painter 
completed  his  Avork  the  vessel  Avas  again  dipped  in  a 
liquid  called  7nar.mcoffo  glaze  and  a  second  time  placed 
in  the  oven.  The  glazing  and  painting  Avould  then  form 
into  a  jAcrfect  enamel  neither  under  nor  over  hut  actu¬ 
ally  in  the  glaze,  and  a  real  enamel  painting  with  all 
its  true  properties  Avould  he  produced.  If  it  were  re- 


qiiirecl  to  give  the  majolica  its  rainlmwlike  glaze  it ' 
would  have  to  undergo  another  process  and  to  he  in¬ 
troduced  a  third  time  into  the  oven. 

Not  all  at  once  however  did  the  genuine  majolica 
scale  the  heights  of  pictorial  perfection;  for  some  years 
it  did  not  free  itself  from  the  harshness  and  imperfection 
of  the  mezza-majolica,  and  still  longer  did  it  strive  to 
enhance  its  peculiar  advantages  hy  the  charming  play 
of  its  iridescent  hues.  We  may  therefore,  without  con¬ 
sidering  the  period  of  the  mezza-majolica,  distinguish 
three  epochs  of  its  fabrication,  that  of  its  commence¬ 
ment  and  development  from  1500  or  somewdiat  earlier 
to  1530;  then  its  prime  from  1530  to  1570,  comprising 
the  reign  of  Duke  Guidohaldo  II  (1538 — 15G8).  The 
third  period  from  1570  is  also  the  iieriod  of  artistic 
decadence  and  the  extraordinary  multiplication  of  manu¬ 
factures  whose  origin  is  due  for  the  most  part  to  the 
dispersal  of  the  artists  of  Urhino.  The  rule  for  the 
foregoing  division  is  afforded  hy  the  perfection  of  the 
designs  and  especially  of  the  artistic  execution;  as  to 
pure  decoration  we  are  not  sure  whether  we  ought  not 
to  give  the  preference  to  many  works  of  the  first  period. 
Of  the  factories  in  the  duchy  of  Urhino,  those  of  the 
city  itself  or  of  the  immediate  neighl)ourhood  were  of 
the  greatest  importance  and  produced  the  most  excellent 
specimens  of  artistic  perfection,  insomuch  that  every 
article  attributed  to  the  best  period  and  thoroughly 
imbued  with  the  same  characteristic  features  is  claimed 
as  the  workmanship  of  the  town  and  factory  of  Urhino. 
But  the  peculiar  manufacture  of  the  first  period  is  that 
of  Uuhhio  which  enjoyed  the  patronage  of  Francesco 
Maria  dello  Bovere,  the  predecessor  of  (fuidobaldo  II, 
who  fixed  his  residence  in  that  town.  Gubhio  however 
owes  its  reputation  less  to  this  princely  support  than  to 
the  efficiency  of  one  man,  Giorgio  Andreoli,  indisputaldy 
the  best  and  most  celebrated  ceramist  of  any  country. 

The  history  of  this  person,  a  nobleman  of  Pavia, 
is  rather  obscure.  It  is  said,  hut  we  entertain  some 
doubt  on  the  subject,  that  so  early  as  the  year  1485, 
he  came  to  Guhhio  as  a  person  of  sufficient  distinction 
to  he  well  received  l)y  the  princes,  and  that  he  continued 
to  reside  there  till  1552,  while  his  works  date  from 
1518  to  1537.  He  was  professionally  a  sculptor,  l)ut 
as  he  worked  after  the  manner  of  Luca  della  Robbia, 
he  was  conversant  with  glazed  earthenware,  and  it  is 


easy  to  understand  that  he  was  connected  with  the 
majolica  manufacture  of  Guhhio  and  its  rising  importance. 
Nevertheless  there  is  something  striking  and  enigmatical 
in  the  acknowledged  works  f)f  Giorgio  which  are  generally 
marked  with  his  name  or  sign.  The  peculiarity  of  his 
pottery  consists  in  this,  that  even  those  productions  which 
in  all  other  respects  were  genuine  majolica  he  covered 
with  the  metallic  irisdescent  glaze  of  the  mezza-majolica 
and  united  with  this  some  other  singularities.  In  all  lie 
added  to  the  limited  scale  of  color  peculiar  to  the  ma¬ 
jolicas  an  admirable  ruhy-red,  due  either  to  his  own 
invention,  or  derived  hy  an  exclusive  privilege  from  an¬ 
other  ceramist  of  Guliliio.  Tliis  red,  jieculiar  to  Guhhio, 
was  entirely  lost  about  the  year  1500,  the  date  of 
Giorgio’s  death,  after  having  been  in  existence  almost 
thirty  years.  lie  also  applied  to  the  golden  and  silver 
lustre  of  the  mezza-majolica  a  third  color,  a  dark  orange 
or  copper  of  extraordinary  depth  and  richness.  lie  is 
remarkable  too  for  having  given  to  the  color  of  the 
majolica  a  splendor  and  effect  which  no  one,  either  be¬ 
fore  or  after  him,  has  been  able  to  attain. 

Giorgio’s  works,  wdiich  besides  are  almost  all  ])rovi- 
ded  with  some  special  sign  and  frequently  with  the  date 
of  their  production,  may  he  easily  recognised.  Sometimes 
however  his  name  and  pecidiarities  are  found  on  vessels 
Avhich  originated  from  some  other  factory  of  the  duchy 
Urhino  or  Casteldurante,  and  some  are  even  marked 
with  the  name  of  other  celebrated  majolica  artists.  Hence 
we  may  suppose  that  Maestro  Giorgio  was  not  exclusively 
a  majolica  manufacturer  and  painter,  hut  that  he  was 
in  the  habit  of  ornamenting  the  works  of  other  artists 
of  his  craft  with  his  peculiarities  and  discoveries.  Very 
prol)ahly  whenever  the  artists  of  Urhino  and  Castel¬ 
durante  Avished  to  have  their  Avorks  enriched  Avith  his 
metal-like  lustre  and  rnhy  color,  they  sent  them  to 
Giorgio  Avho  Avas  the  sole  possessor  of  the  secret,  and 
it  may  easily  he  conceived  that  AVorks  passing  for  his 
shoAv  a  great  diversity  of  manner  and  are  frequently 
executed  in  a  rough  style.  To  Giorgio  succeeded  his 
son  Vincenzo,  styled  Maestro  Cencio  Avho  may  rather  be 
I  considered  his  felloAV-Avorkman ,  for  his  Avorks  are  hardly 
I  later  than  his  father’s.  Indeed  after  1540  scarcely  any 
majolicas  are  found,  shoAving  the  metal-like  lustre. 


The  conclusion  in  our  next. 
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Specimens  of  Ornamentation. 


Xo.  1.  Graco-] toman  Style.  Aiiteiix  in  terra-cotta,  ornamented  with  a  comic  mask.  (See  Parts  7  and  10.) 

No.  2.  Picnaissancc  Stylo.  Border  of  Vestment,  red  on  gold  ground  from  the  Ituteh  Gobelins  in  Dresden  Gallery. 


No.  ‘6.  Modern  Work.  Paper  Border. 

Ornament  partly  light-yellow  on  dark -gray  ground,  partly  dark-gray  on  steel-gray,  the  bordering  lines  being  also  dark-gray. 


The  Workahop. 
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No.  4. 


Nos.  1 — 7.  I’iuiels  oi'  Pilasters.  Mr.  Albert  Juiigermaiiii,  Sculptor. 
No.  4.  From  tlic  Royal  Ve.stiljulo  of  Ostbalm  Station,  Berlin. 
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No.  G. 


No.  7. 


Nos.  5—7.  From  Villa  Ruhwakl  near  Cliarlottenljurg ;  height  3'",  breadth 


N(js.  8 — 10.  Design  fur  a  Ticket  Office. 


m 


Nos.  11  and  12.  Garden  Pavilion.  Prof.  Geul,  Munich. 

Ornamental  woodwork  on  stone-basement  with  zinc  covering.  For  details  see  Nos.  2  and  3  of  Supplement. 


Thf  Workshop. 
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Nos.  13 — 15.  Design  for  a  Side-board  with  Mirror  over.  Mr.  Alfred  Waterhouse,  Archt.,  London. 
Darts  shaded  in  Pollard  oak,  the  rest  in  wainscot;  scale  '/*2  full  size;  for  details  see  No.  1  of  Supplement. 
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No.  17.  No.  18. 

Nos.  16 — 18.  Design  for  a  modern  Table  and  stuffed  Chair.  Mr.  Emil  Torge,  Archt. ,  Munich. 

Details  Nos.  4  and  5  of  Supplement. 


Nos.  1!)  ami  20.  'I'ripod  for  P'uiioral  Ceremonies.  From  drawings  of  M.  Paul  Beiiard,  Archt. ,  Paris.  Vio  real  size. 
'I'his  hinijituldlre  or  tri])od  is  [daced  on  pyramidal  pedestals  in  the  corners  of  tlie  catafalco. 


No.  21. 


Nos.  21  and  22.  Cast-iron  Balconies;  style  Louis  XVI,  '/'o  real  size.  Executed  1iy  M.  P.  Chapal,  66  rue  du  Chateau  dean,  Paiis 

No.  21  Window  Balconet,  No.  22  Great  Balcony. 


The  Workshop. 
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Xfis.  23 — 2G.  Do.sif^iis  for  (jhurcli  Vessels  in  the  style  of  Italian  Renaissance  by  Mr.  Y.  Teiricli,  Archt. ,  Vienna. 

No.  23.  Pastoral  Staff.  The  G  niches  of  the  richly  ornamented  knob  showing  the  statuettes  of  the  four  Evangelists,  of  our  Saviour  and 

tlie  Virgin. 

No.  24.  Pectoral  Cross. 

No.  2.5.  Holy  Oil  Ve.ssel;  the  oil  itself  being  kept  in  a  separate  box  placed  inside  the  vessel. 

No.  2G.  Pontifical  Ewer;  used  for  washing  the  hands. 
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Nos.  27 — 38.  Ornamented  Initials.  Mr.  .T.  Sclinorr,  Artist,  Stuttgart. 
The  remaining  initials  in  our  next. 


Va  R  1  O  U  S. 


Enamels. 

The  fine  enamels  of  trade  are  generally  prepared  by  fusing 
at  high  temperatures,  silica,  oxide  of  tin,  and  oxide  of  lead,  and 
sjireading  the  mixture  over  the  surface  of  a  sheet  of  copper,  of 
gold,  or  of  platinum.  The  objections  to  these  enamels  are,  in  the 
first  place  their  high  cost,  and  secondly  tiie  impossibility  of  giving 
them  a  perfectly  Hat  surface.  Mr.  K.  Duchemin  has  advantageously 
replaced  them  by  the  following  economical  and  efficient  compound; 
Arsenic,  30  parts  by  weight;  salpeter,  30;  silica  (fine  sand),  90; 
litharge,  250.  This  is  spread  on  plates  of  glass  of  the  required 
shape  and  size,  care  being  taken,  however,  that  the  kind  of  glass 
employed  be  not  inferior  in  point  of  fusibility  to  the  enamel. 
I'inamelled  glass  prepared  from  the  aliove  substances  may  be  drawn 
or  written  on  as  readily  as  if  it  were  paper,  and  in  less  time  than 
one  minute  the  writing  may  be  rendered  indelible  by  simply 
heating  the  plate  in  a  small  0})en  furnace  or  muffle.  Drawings, 
autograjihs,  legal  acts,  jiublic  documents,  historical  facts  and  dates 
of  importance,  labels  for  horticultur  puiqioses  or  destined  for  out- 
of-door  exposure,  coffin  plates,  signboards,  show-case  signs,  etc., 
may  thus  Ijc  chea])ly  made,  which  will  resist  atmospheric  in¬ 
fluences  for  ages. 

first  class  jdiotographs,  either  negatives  or  positives ,  may  be 
taken  on  such  enamels  without  collodion,  by  using  bitumen,  or 
citrate  of  iron,  or  pcrchloride  of  iron  and  tartaric  acid,  or  bichro¬ 
mate,  or  any  other  salt.  A  good  solution  fijr  this  purpose  is.  water, 
lot)  ])arts  by  weight;  gum,  4  parts;  honey,  1  jiart;  pulverized 
bichromate  of  potash.  3  parts.  Filter  the  licpiid,  spread  it  over 
the  enamel,  and  let  it  rest,  after  which 

1.  Kxpose  it  to  the  camera. 

2.  Develop  the  image  by  brushing  over  it  the  following  powder; 
t)xide  of  cobalt.  D)  parts  by  weight;  black  oxide  ol'  iron.  90  parts; 
red  lead,  100  ])arts;  sand,  30  parts. 


3.  Decompose  the  bichromate  by  immersion  in  a  bath  formed 
of;  Water.  100  parts  by  weight;  hydrochloric  acid,  5  parts. 

4.  Wash  it  in  clean  water  and  dry  it. 

5.  Vitrify  the  proof  on  a  clean  piece  of  cast  iron,  the  surface 
of  which  has  been  previously  chalked.  One  minute  will  suffice  for 
indelibly  fixing  and  glazing  the  photograph ,  which  must  be  care¬ 
fully  and  slowly  allowed  to  cool. 

Photographs  on  enamel  of  any  size,  taken  in  this  manner,  are 
perfectly  unalteral)le  under  all  atmosj^heric  conditions,  and  may 
consequently  and  aptly  be  called  “everlasting  photographs”. 

Scientific  American. 

Tungstate  of  Barytes  as  a  White  Pigment. 

The  tungstate  of  barytes  is  said  to  have  been  in  use  in  France, 
as  a  substitute  for  white  lead,  or  white  zinc,  for  some  months  with 
success.  It  lias  been  employed  for  oil  and  water-colour  painting 
and  chromo-lithography. 


Art  Exhibition. 

An  International  Exhibition  will  be  held  in  London  in  1871, 
and,  according  to  the  present  plan,  will  be  “continued”  annually. 
P’ull  details  are  not  yet  issued;  it  is,  however,  understood  that 
the  principal  director  is  Col.  Scott,  R.  E.,  and  that  it  will  be 
held  at  South  Kensington,  where  some  additional  buildings  will 
be  erected  for  the  purpose.  Each  annual  exhibition  will  consist 
of  but  three  classes  of  industrial  works.  Ample  time  will  thus  be 
given  for  prej^arations.  It  would  be  idle  to  speculate  on  the  ar¬ 
rangements  for  rendering  the  series  practically  useful;  but  with 
the  experience  now  obtained  by  the  staff  at  South  Kensington,  we 
cannot  doubt  that  the  project  when  carried  out  will  be  as  perfect 
as  it  can  be. 


Prof.W.Baumer,  I.Schworr  ahd  Others. 
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Majolica.* 


By  Mr.  Jacob  Falke. 


Ill  point  of  color  and  decorative  effect,  tlie  Gubliio- 
ware  of  this  first  period  is,  as  we  have  already  stated, 
the  most  excellent  of  all  majolica  manufactures.  No 
other  reaches  the  depth  and  richness  of  color  of  those 
howls  and  plates  which  Maestro  Georgio  adorned  with 
his  golden  arabesques  on  dark  blue  grounds.  The  factory 
of  Urbino,  which  could  not  compete  with  this  decorative 
treatment,  and  perhajis,  on  account  of  an  alteration  in 
taste,  did  not  desire  to  do  so,  struck  out  another  style 
of  ornamentation,  and  during  a  short  period  of  time, 
produced  those  brilliant  works  which  are  generally  con¬ 
sidered  as  the  head  and  crown  of  all  majolica  manu¬ 
factures.  It  substituted  design  for  color,  and  in  this  sub¬ 
stitution  consists  the  great  peculiarity  of  the  second  and 
liest  period. 

Not  however  that  color  was  altogether  laid  aside 
or  neglected,  only  the  highest  value  was  attached  to  the 
excellence  of  the  figure-subjects  and  their  perfect  execu¬ 
tion.  The  shades  of  color  were  rather  restricted,  con¬ 
sisting  only  of  green,  yellow,  blue,  violet,  black  and  white, 
so  that  no  perfectly  pictorial  success,  at  all  events  no 
faithful  imitation  of  nature,  was  attained,  or  perhaps 
even  attempted.  The  artist  was  obliged  always  to  con¬ 
sider  how  he  was  to  do  this  or  that  with  his  color, 
whence  it  happens  that  we  find  the  flesh  tints  usually 
shaded  with  yellow  or  green,  violet,  blue  and  black. 
The  same  reason,  namely  the  poverty  of  the  pallet,  gives 
to  the  majolica,  when  looked  upon  in  the  mass,  almost 
an  impression  of  monotony,  for  there  is  always  in  large 
groups  the  same  tone  of  color,  only  stronger  in  some. 


*  see  p.  321  ante. 

The  Workshop. 


weaker  in  others,  and  even  this  difference  is  to  be  attri¬ 
buted  more  to  the  different  epochs  of  production  than 
to  particidar  specimens  or  manufactories,  lienee  it  follows, 
almost  of  necessity,  that  in  most  majolicas  the  painting, 
owing  to  the  process  of  manufacture,  is  hasty  and  there¬ 
fore  often  deficient  in  design  and  execution,  and  we  need 
not  be  surprised  that  there  are  many  lovers  of  art, 
and  those  of  no  mean  intelligence,  who  are  altogether 
without  enthusiasm  for  majolica.  And  yet  these  works 
have  their  picturesque  charm.  The  limitation  of  resource 
has  not  always  proved  a  disadvantage  in  Art-Industry; 
it  has  often  guarded  against  extravagance  and  led  to 
a  definite  style,  or  more  intense  development  of  power. 
So  it  is  here.  The  colors  which  are  at  the  command 
of  the  majolica-painter  allow  of  a  very  beautiful  and 
powerful  harmony;  the  yellow-green  or  green-blue  tint 
of  extreme  depth  and  richness  that  characterises  the 
majolicas  of  the  best  period  is  most  pleasing  and  orna¬ 
mental,  and  it  may  be  easily  conceived  that  if  a  buffet 
is  garnished  with  majolica,  in  a  dining-room  with  red 
or  dark  brown  decoration,  the  effect  will  be  excellent  and 
imposing,  while  it  will  be  of  little  consequence  whether 
the  design  of  some  specimen  is  hastily  or  perfectly  exe¬ 
cuted.  This  favorable  result  is  owing  to  the  peculiar 
enamel  in  which  the  colors  lie  embedded  and  which  gives 
them  that  limpidity,  depth  and  transparency  which  are 
the  properties  of  deep  and  clear  water.  In  comparison 
with  these,  painted  porcelains  appear  dry,  hard  and  opaque, 
and  the  more  so,  the  higher  their  pretensions  are. 

Neither  ai’tists  nor  amateurs,  however,  during  this 
period  looked  herein  for  its  chief  charm,  though  it  cei- 
tainly  entered  into  their  regard  and  consideration,  but. 
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as  we  have  already  said,  in  the  richness  and  beauty  of 
the  representations  upon  it.  The  circle  of  such  repre¬ 
sentations,  therefore,  became  considerably  enlarged,  and 
embraced  indeed  the  whole  province  over  which  painting 
presides.  The  purely  ornamental  embellishments  were 
retained  as  peculiar  to  the  mezza-majolica  but  they  were 
more  richly  elaborated  both  in  idea  and  execution;  and 
then  there  pressed  in  all  that  flood  of  fantastic  arabesques 
and  grotesques  which  had  had  so  charming  and  delight¬ 
ful  a  beginning  with  Raphael,  or  rather  before  him,  and 
ended  afterwards  with  the  most  varied,  the  most  un¬ 
meaning  and  tasteless  agglomeration  of  all  possible 
things.  While  indeed  the  best  2)eriod  of  majolica  lasted, 
there  reigned  in  the  arrangement  of  these  ingredients 
an  artistically  conceived  order,  and  a  certain  grace  which 
lent  its  charm  to  their  loose  and  light  play. 

Another  thing  retained  was  the  half-length  portrait, 
especially  on  howls  and  plates  for  marriage  i)resents,  on 
which  were  very  suitable  represented  portraits  of  the 
happy  pair.  And  then  there  opened  iq)  to  the  majolica- 
painter  the  numberless  representations  from  Sacred  History 
and  ^lythology,  which  then  became  the  principal  and 
most  characteristic  objects  of  emhellishment.  Subjects 
were  found  also  in  ancient  history  and  sometimes,  though 
rarely,  in  contemporary  events,  though  even  these  were 
to  he  seen  on  dishes  and  plates,  as,  for  example,  the 
taking  of  Tunis  by  Charles  V. 

These  changes  introduced  of  necessity  an  entirely 
different  class  of  artists  into  the  majolica  manufacture. 
Till  now  decorative  painting  had  been  sufficient,  and  the 
ornament  ap2)roved  even  by  the  artistically  educated  eye 
which  would  indeed  be  offended  by  badly  executed 
ffgures.  Assuredly  very  feiv  of  tlie  majolica  pictures 
were  original  compositions  but  rather  copies  on  plates, 
vessels  and  liowls,  of  the  known  and  celebrated  creations 
of  the  best  masters  of  those  times.  Hence  it  was  that  Duke 
(  riiidobaldo  sought  to  provide  his  factory  at  Urbino  with 
the  greatest  2»ossible  number  of  Raphael’s  cartoons  and 
sketches,  and  took  great  pains  to  secure  the  drawings 
of  other  great  artists.  The  engravings  of  Marc  Anton 
and  others  were  added  to  this  collection.  Hence  we  can 
understand  how  it  is  that  we  meet  with  that  extra¬ 
ordinary  numlier  of  Raphael’s  compositions  in  majolica 
which  gave  to  it  as  a  liyeword  the  name  of  Rat^hael-ware. 
We  shall  however  greatly  err,  if  we  sujipose  that  Raphael, 
as  is  commonly  said,  and  as  the  hajipy  possessor  so 
willingly  believes,  lias  jiainted  a  single  one  of  these 
plates;  they  originated  altogether  after  his  death.  He 
could  not  possibly  have  painted  in  Urbino,  except  as  a 
little  child,  before  be  went  to  Perugia  to  the  school  of 
Pietro  Perugino,  and  this  was  long  before  the  best  period 
of  the  Urbino  manufacture. 

'I’hough  tlie  iiictures  on  the  majolicas  were  for  the 
most  part  copies,  still  the  jirogress  of  art  rcijuired  tliat 
they  should  be  well  drawn  and  to  a  certain  degree  well 
executed,  as  far  as  the  difficulties  of  the  art,  and  the 
nature  of  the  material,  especially  of  the  colors,  jier- 
niitted.  Above  all  therefore  Duke  Guidobaldo  sought  to 
employ  good  draughtsmen  in  his  factories,  and  first  of 


all  invited  Battista  Franco  from  Venice,  who  remained 
with  him  for  a  long  while  as  one  of  the  principal  artists, 
and  produced  many  designs  for  the  majolicas,  especially 
the  before  named  arabesques  a  la  Rajffiael  which  were 
all  attributed  to  the  Urbino  factory.  In  15G0  after 
having  spent  almost  twenty  years  in  the  factories  of 
the  Duke  at  Pesaro  and  Urbino  he  returned  to  Venice. 

Another  and  jjerhaps  the  most  celebrated  artist  of 
Urbino  was  Orazio  Fontana,  the  most  important  member 
of  a  whole  family  of  pottery  painters.  In  the  execution 
of  the  designs  and  in  enamel  ^^iiiiRing  he  has  no  equal, 
so  that  the  numerous  works  which  bear  his  signature 
are  still  highly  prized.  He  was  a  fellow  worker  with 
Battista  Franco,  from  1540  to  1560.  With  these  two  may 
especially  be  named  Raphael  dal  Colle,  whose  Christian 
name  in  connection  with  majolica  has  contributed  to  the 
error  mentioned  above,  and  Francesco  Xanto  Avelli  born 
in  Rovigo,  but  who  settled  and  distinguished  himself  in 
Urbino,  and  whose  works  are  characteristic  of  the  best 
period.  His  drawing  is  correct,  his  coloring  rich,  his 
flesh  tints  yellow  relieved  with  white,  the  drapery  blue 
or  yellow,  the  hair  of  the  female  figures  fair,  the  leaves 
of  the  trees  a  l)lueish  green,  the  light  ujion  them  a  pale 
green,  the  stems  black  with  yellow,  which  ai’e  indeed  the 
usual  colors  in  by  far  the  greater  part  of  the  majolicas 
of  this  time.  The  younger  brothers  and  nephews  of 
Orazio  as  well  as  Giacomo  San  Franco  and  others  pass 
into  tlie  era  of  the  decline. 

Whatever  value  and  im^iortance  the  artists  of  the 
best  period,  and  with  them  their  princely  Msecenases 
and  amateurs,  attached  to  the  painting,  it  is  not  this 
which  forms  in  our  eyes  the  only  or  most  highly  prized 
characteristic  of  majolica.  Another  thing  to  which  we 
liave  to  direct  our  attention  in  those  vessels  and  utensils 
is  the  form,  which  we  must  consider  as  original  though 
not  always  successful,  and  yet  certainly  most  rich  in 
instruction  and  worthy  of  careful  study.  The  pottery  of 
the  IMiddle  Ages  did  not  stand  high  in  any  artistic  sense, 
but  it  broke  away  from  the  traditions  of  the  Antique 
})ottery,  it  presented  no  direct  reminiscences  whatever  of 
the  charming  aud  perfect  forms  of  Grecian  earthenware, 
and  if  they  show  nevertheless  anything  in  common  it  was 
suggested  by  the  very  material  and  Avorkmanship.  With 
the  revival  of  art  in  the  fourteenth  and  fifteenth  centuries, 
no  neAV  discoveries  gave  any  impetus  to  pottery,  as  they 
had  done  to  Architecture  and  Sculpture,  and  partly  also 
to  Painting.  The  paintings  of  the  Thermae  of  Titus, 
discovered  in  the  time  of  Raphael,  called  into  existence 
a  neAV  kind  of  surface  ornamentation,  but  the  admirable 
jiroductions  of  Athenian  and  Grecian  jiottery  still  re^josed 
in  the  boAvels  of  the  earth.  So,  too,  the  earthenware 
manufactures  of  the  fifteenth  and  sixteenth  centuries,  il 
they  Avere  to  surpass  the  someAvhat  rough  Avare  of  the 
Middle  Ages  as  Avell  as  Spanish-Arabian  models  Avere 
left  to  the  resources  of  their  oavu  genius,  and  had  only 
to  rely  on  the  highly  refined  taste  Avhich  distinguished 
the  Italian  nation  at  this  time. 

It  is  oAving  to  these  circumstances  that  in  the  Italian 
majolicos,  and  more  especially  in  the  pottery  of  the  six- 
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teentli  century,  an  immense  profusion  of  forms  is  at  our 
command  as  patterns  for  the  revival  of  this  branch  of 
Art-Industry,  not  indeed  equalling  the  Classico-Antique 
either  in  richness,  or  in  perfection  of  beauty  and  delicacy, 
but  in  return,  much  more  adapted  to  modern  require¬ 
ment  and  our  present  material.  First  we  may  consider 
the  flat  articles,  dishes  and  plates,  the  shapes  and  lines 
of  which  are  often  spoilt  by  the  prevailing  reminiscences 
of  the  Rococo  style.  In  respect  of  the  breadth  and  form 
of  the  rim,  its  proportions  to  the  howl  and  the  depth 
of  the  latter,  we  may  study  with  advantage  the  old 
majolicas,  hearing  in  mind  however  that  our  usual  ma¬ 
terial  the  porcelain,  or  its  inferior  earthenware  sul)stitute, 
by  its  greater  solidity  and  hardness  allows  a  greater 
thinness  and  altogether  a  greater  delicacy  of  treatment. 
By  the  adoption  of  porcelain  instead  of  majolica  we 
ought  to  have  improved  instead  of  deteriorating  in  form, 
which  has,  alas,  been  too  commonly  the  case. 

Of  still  more  artistic  worth  are  the  upright  articles, 
such  as  bottles,  jugs,  ewers,  vases,  candlesticks,  inkstands, 
saltcellars,  etc.,  as  in  these  a  richer  reflnement  in  form 
is  possible,  and  indeed  has  taken  place.  The  olpects 
of  this  kind  which  still  remain  for  our  study  are  as 
numerous  as  they  are  varied,  and  althougli  many  of 
them  trench  on  the  Rococo,  l)eing  of  a  style  rather  over¬ 
charged  and  licentious,  still  they  present  an  alnindance 
of  forms  rich  in  instruction  and  worthy  our  Ijest  atten¬ 
tion,  and  a  mass  of  motives  which  might  he  very  liappily 
realized  in  our  present  pottery  and  especially  in  tlie 
manufacture  of  our  vessels.  Allthough  in  those  olqects, 
the  painting  especially,  and  then  tlie  relief  ornaments 
are  the  principal  decorative  features,  there  may  still  l)e 
recognised  throughout  the  unmistakealfle  intention  to 
give  an  artistic  finish  to  the  outline,  to  enricli  it  by  a 
harmonious  variety  of  mouldings,  to  relieve  the  sway  of 
the  lines  by  the  judicious  addition  of  a  liandle  and  thus 
to  render  the  vessel  a  genuine  work  of  art.  It  is  not, 
however,  every  production  of  the  majolica  manufacture, 
even  in  the  short  period  of  its  perfection,  that  is  to  l)e 
taken  as  a  model,  and  still  more  must  we  enq)hatically 
call  attention  to  the  faults  which  are  to  be  avoided, 
"^hese  consist  chiefly  in  an  unskilful  and  injudicious  style 
of  painting,  incongruous  with  plastic  forms,  or  with  the 
structure  of  the  vessels.  We  must  indeed  confess  that 
it  was  at  the  very  best  period  of  majolica  manufacture 
that  too  much  use  was  made  of  the  painting,  and  that 
it  was  quite  contrary  to  all  feeling  and  nature  of  art 
that  dishes  and  plates  and  other  articles  of  common  use, 
and  that  too  just  on  the  spot  they  are  most  used,  should 
be  decorated  with  pictures  of  figures  and  even  sacred 
subjects.  Such  treatment  is  contrary  to  all  propriety, 
even  if  the  articles  are  not  themselves  taken  into  use, 
but  are  merely  to  adorn  sideboards  and  chests.  At  those 
times,  however,  this  feeling  of  criticism  did  not  exist, 
and  so  we  may,  as  of  old,  delight  our  eye  with  the 
pictorial  charm  of  these  objects. 

But  another  thing  which  ought  to  have  been  more 
seriously  considered  is,  as  we  have  said,  the  structure 
and  moulding  of  the  vessel.  A  plate  consists  of  the  rim. 


the  bend  and  the  central  flat  surface.  Due  regard  must 
he  had  to  each  of  these  three  members,  if  their  orna¬ 
mentation  is  to  l)e  successful  and  faultless.  In  numerous 
instances  this  has  been  carefully  observed  ]jy  the  majolica 
painters,  and  there  are  many  specimens  of  this  kind 
which  are  excellent  in  their  effect.  But  in  no  less 
numerous  cases,  even  where  the  painting  is  often  of  tlie 
very  best,  this  principle  has  been  neglected,  and  one  and 
the  same  figurative  representation  runs  through  the 
whole  set,  without  regard  to  comer,  rim,  bend  or  bowl, 
so  that  the  general  impression  is  at  all  events  very  con¬ 
fusing.  Still  more  inappropriate  does  the  treatment  appear, 
in  basins,  vases,  and  jugs  where  figures  and  landscapes 
extend  over  handles  and  stoppers,  so  as  not  to  be,  even 
in  the  last  mentioned  case,  continuous,  an  error  winch 
should  he  carefully  avoided. 

Nor  was  the  second  peiiod  of  majolica  manufacture, 
the  period  of  its  greatest  perfection,  free  from  this  fault, 
nay  it  was  especially  tainted  with  it.  The  third  period, 
that  of  its  decline,  beginning  from  aliout  1500,  or  1570 
is  both  in  this  and  other  respects  less  remarkable  for 
faults  than  for  excellences.  It  may  he  observed  in  general 
as  the  characteristic  of  the  decline  of  majolica,  tliat  the 
painting  is  inferior,  the  design  rougher  and  less  artistic, 
the  coloring  paler  and  the  general  impression  less  strik¬ 
ing;  moreover  the  objects  being  less  im])ortaut  receive 
more  of  the  every  day  life  and  rural  character  and  not 
unfrequently  copy  the  Dutch  co})per-i)rints  and  etchings 
of  that  kind.  Meanwhile  the  factories  with  their  s})eci- 
alities  diverge  in  other  ways;  at  all  events  they  become 
more  numerous  through  tlie  fact  of  artists  and  workmen 
abandoning  the  sinking  factory  of  Urbino,  and  com¬ 
mencing  new  ones  in  other  places.  In  the  most  flour¬ 
ishing  period  the  productions  of  the  great  Ducal  factories 
of  Urbino,  Casteldurante,  and  Resaro  are  hardly  to  be 
distinguished  from  one  another.  Giibbio  only  preserved 
its  special  individuality  through  Maestro  Giorgio.  We 
may  mention  also  Faenza,  where  the  workmanship  was 
for  a  long  time  exceedingly  celebrated,  and  became  so 
important  as  to  give  the  name  of  fa'ience  to  this  kind 
of  ware.  Some  peculiarities  were  also  attributed  to  it, 
though  it  is  doubtful,  as  is  generally  the  case  in  this 
branch  of  art,  whether  they  belong  to  it  alone.  In  Pe- 
saro,  the  favourite  specialities  in  majolica  were  reliefs  and 
plastic  objects,  and  in  the  year  1569  Giacomo  Lanfranco 
obtained  here  a  patent  from  Duke  Guidohaldo  II.  for 
the  application  of  gold  on  decorations,  not  after  the 
manner  of  the  metallic  lustre  of  Gubbio,  or  of  the  mezza- 
majolica,  but  as  on  the  porcelains  of  the  present  day. 
Such  application  of  gold  was  however  produced  in  other 
factories,  e.  g.,  in  those  of  the  Abruzzi. 

These  manufactories  of  Naples  and  the  Abruzzi  form, 
in  the  period  of  decadence  and  especially  in  the  seven¬ 
teenth  century,  an  equally  inq)ortant  group  with  those 
of  Urbino,  and  an  immense  number  of  works  have  i)ro- 
ceeded  from  them.  With  Naples,  Castelli  in  the  Abruzzi 
forms  the  centre  of  manufacture,  and  whole  families  of 
pottery  painters  settled  here,  viz.,  the  Grues,  Gentile, 
Capellati  and  Fuina.  The  works  from  these  factories 
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ai'e  -weak  in  effect,  pale  and  yellowish-green  in  color,  hut 
in  other  respects  carefully  made  and  not  without  a  certain 
tastefulness;  they  represent,  those  of  Pietro  da  Cortona 
especially,  figurative  scenes,  landscape,  allegories,  hunting 
and  sea  pieces,  animals  and  flowers.  In  1740  there 
existed  still  four  and  forty  factories  of  this  kind;  they 
afterwards  however  passed  into  crockery-ware  factories 
(faience)  or  like  those  of  Capo  di  Monte  in  Naples,  into 
l)orcelain  establishments.  Other  factories  were  com¬ 
menced  in  the  period  of  decadence  at  Florence  and  other 
parts  of  Tuscany.  Venice  had  also  hers,  though  she  was 
obliged  to  procure  her  material  from  Pesaro.  The  Ve- 
nitian  majolicas  have  this  peculiarity  that  they  are  ex¬ 
ceedingly  light,  and  have  a  clear  ringing  sound.  They 
have  also  very  frecpiently  a  border  with  ornaments  in 
relief,  hollow  underneath,  so  as  to  give  them  the  ap- 
pearence  of  being  prodiiced  by  impression.  Genoa  also 
had  an  important  factory  which  however  gave  itself  up 
entirely  to  the  manufacture  of  crockery-ware  or  faience, 
after  tlie  Franco-Dutch  manner. 

Such  was  indeed  the  fate  of  the  whole  majolica 
manufacture;  it  was  compelled  to  give  way  everywhere 
to  tlie  glazed  white  earthenware,  and  so  fell  entirely  into 
neglect.  It  is  true  that  from  the  beginning  of  the  six¬ 
teenth  century  there  had  lieen  majolicas  covered  vwith 
white  enamel,  for  in  Urhino,  Lucca  della  Piobbia’s  tin 
glaze  had  been  used,  and  with  liaphaeTs  araliescpies  had 
produced  a  fine  and  still  highly  esteemed  article.  But 
this  was  very  different  from  the  hard,  thin  and  delicate 
Eastern  iiorcelaiii,  Avhich  was  white  and  ringing  and 
formed  one  solid  mass  with  the  enamel.  The  China- 
Japanese  originals,  many  of  which  had  lieen  imported, 
were  too  costly  to  he  practical  I'ivals,  hut  they  called 
into  existence,  with  the  white  earthenware  which  came 
fiami  Holland,  and  was  afterwards  produced  in  great 
(piantities  in  France,  England,  Germany  and  at  last  in 
Italy,  an  imitation  which  sni)planted  the  genuine  majolica 
in  ordinary  use,  and  entirely  put  a  stop  to  its  manu¬ 
facture  at  the  hegimiing  of  the  eighteenth  century,  as 
tlie  ])roductioiis  of  that  time  were  too  had  for  articles 
of  luxury,  and  the  rich  dilettanti  gave  a  most  decided 
preference  to  the  (Oriental  porcelain. 


And  thus  the  old  and  better  executed  pieces  I'e- 
mained  as  antiques,  partly  as  heirlooms,  partly  in  cabi¬ 
nets  and  collections,  partly  passing  as  presents  from  one 
amateur  to  another,  till  we  have  at  last  seen  the  manu¬ 
facture  re-appear,  first  as  forgeries  and  then  as  avowed 
imitations.  The  last  exhibitions  have  shown  us  how 
excellently  and  to  what  extent  this  has  succeeded.  France, 
Belgium,  Portugal,  England,  Sweden  and  Italy  have  all 
exhibited  specimens  in  Paris  in  18G7.  Till  then  it  had 
been  thought  that  at  least  the  mother-of-pearl  enamel 
of  the  mezza-majolica  and  the  metallic  lustre  of  Maestro 
Giorgio  had  remained  a  secret  to  the  painters,  hut  the 
manufactory  of  Doccia  near  Florence  exhibited  most 
successful  examples  of  both,  and  the  art  is  now  com¬ 
pletely  recovered  in  every  respect. 

But  if  majolica  manufacture  is  again  to  become  a 
flourishing  branch  of  Art-Industry,  it  must  leap  over  its 
present  point  of  mere  imitation;  it  must  lay  hold  of 
those  peculiarities  Avhich  are  its  rightful  property,  and 
at  the  same  time  assert  the  utmost  possible  independance 
in  form  and  ornament,  according  to  present  requirements. 
For  common  use  it  can  never  again  recover  the  position 
it  once  held  in  Italy;  for  porcelain  by  its  greater  light¬ 
ness  and  purity,  its  hardness  and  resistance  to  heat, 
posesses  siich  practical  advantages  that  it  cannot  be 
banished  from  our  tables.  Majolica  can  only  enter  into 
competition  with  it,  by  its  artistic  qualities,  the  deeper 
and  richer  enamel  of  its  colors,  and  altogether  its  ap¬ 
pearance  as  an  object  of  art  even  in  its  roughest  exe¬ 
cution.  Consequently,  however  highly  majolica  may  he 
esteemed,  it  will  always  remain  an  article  of  luxury  and 
ornament  only,  hut  as  such  it  will  maintain  its  rightful 
position.  Any  other  employment  of  it,  as  for  drinking 
cups,  for  example,  or  Dinner  services,  can  never  be  any¬ 
thing  hut  a  passing  fashion,  and  can  therefore  never 
form  a  sound  foundation  for  a  branch  of  Art-Industry. 
In  ornaments  for  the  drawing-room,  or  for  chests  and 
cabinets,  in  certain  cases  also  for  the  table,  for  flower 
vases,  small  fountains  and  many  other  garden  ornaments, 
it  will  find  its  appropriate  use,  and  its  re-appearance  in 
such  a  guise  w'ill  he  hailed  with  a  joyful  welcome. 
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Specimens  of  Ornamentation. 


No.  2. 


No.  1.  Renaissance  Style.  Panel  Ornament  of  Doorway  from  St.  Eustache  Church,  Paris. 
No.  2.  Modern  Work.  Panel  Ornament  in  the  Vestibule  of  the  Osthahn  Station,  Berlin. 
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No.  4. 


Nos.  3  and  4.  Moresque  Frieze  and  Diaper. 

Oriiaiiieiit  poiJu  vvilli  wliiie  and  gray,  ground  alternately  blue  and  Vermillion. 
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No.  5.  Diaper  of  Altar-piece  in  St.  Laurence  Chapel,  Rottweil,  Germany.  End  of  fifteenth  century. 

Vs  real  size. 
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No.  !). 


No.  10. 


Nos.  0 — ].").  Silver  Vessels  lately  diseovered  at  Katisboii,  mostly  gilt  and  dating  from  the  end  of  the  sixteenth  and  beginning  of 

S(;v(;nte(mtli  eentury ;  from  i)hotograplis  of  J.  G.  IJcessenecker ,  Ratisbon. 

No.  0.  J'imbo.ssed  Cup  marked  N,  the  lid  surmounted  by  a  liowor  bouquet. 

No.  7.  Cu])  showing  the  Ratisbon  arms. 

No.  8.  Cup,  enriehed  with  five  figures  of  foot-soldiers  decorating  lid  and  body.  Height  35 
Nos.  0  and  10.  'J’ankai'ds  with  the  silvormark  M  S. 

No.  !),  1‘2  ,  No.  10,  15 in  height,  the  latter  probably  Augsburg  work. 


No.  14.  No.  15. 

No.  11.  Double  Cup.  20‘^“uhig]i. 

No.  12.  Richly  embossed  Cup,  lid  surmounted  by  a  knight  with  a  shield  showing  the  letters  SK  and  a  rampant  lion. 

Height  48 

No.  13.  Embossed  Cup,  22 high;  lid  missing. 

No.  14.  Small  Tankard,  probably  Augsburg  work.  The  bottom  besides  the  arms  marked  witli  the  inscription  Ursula  dcr  Gotl.  Kandl. 
No.  15.  Tankard,  with  the  arms  of  William  Acker  and  the  date  1590,  a  Ferdinand’s  florin  from  the  year  1541  being  let  into  the 

flat  lid.  Height  34 
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No.  1().  Majolica  F'lowcr  liaskct;  height  86 width  52  Messrs.  Miuton  and  Co.,  Stoke  upon  Trent. 
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No.  17.  Walnut  Cabinet,  designed  in  fifteenth  century  Gothic.  Executed  by  M.  Ch.  Mure,  Paris. 
Doors  and  drawers  open  with  one  turn  of  the  key,  the  iron  work  is  wrought  from  hand. 

In  the  Paris  Exhibition  of  18G7. 
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Nos.  18 — 20.  Oak  lUifl’et  and  Wainscot.  Mr.  Daniel,  Areld.,  Soliwerin. 

Capitals,  ctnisole.s,  some  moulding's  of  Ilernue,  vases  and  npi)or  part,  also  ground  between  iVainework  and  jtanels  stained  dark,  the 
remainder  showing  the  natural  nnd  color  of  the  wood.  M'alls  above  the  wainscot  enriched  witli  Oobelins  hangings  in  oak  frames. 

For  details  si/c  Supplement  Nos.  -1  and  o. 
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No.  22.  No.  23. 


Nos.  21  —  23.  Dining-Room  Furniture.  Expanding  Dining  Talile  and  Chair  ;  '/if>  full  size,  executed  in  Italian  Walnut  from  the  designs 

of  Mr  G.  Rachel ,  Archt.  by  Mr.  G.  Stoevesandt ,  Carlsruhe. 

For  full-size  details  see  Supplement  Nos.  1 — 3. 
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Nos.  2'J  and  25.  Firoirons  in  poli.slio.d  steel.  From  tlio  designs  of  M.  Paul  Benard,  Arclit.  By  M.  Cli.  Mure,  Paris. 

No.  2(1.  (lireassian  Knife,  real  size;  witli  details  of  ring  of  sbeatli. 

Drawn  froiri  Tialui't;  By  M.  Paul  Benard,  AroBt.,  Paris.  Ivory  liilt  with  (jrnameutal  metal  nails;  filigraned  gold  ornament  hammered 
into  ])olislied  steel;  a  tecluiiquc  much  in  use  during  the  sixteenth  century,  at  j^i’eseiit  chiefly  exercised  in  Russia. 
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Nos.  27 — ?>8.  Ornamented  Initials.  M.  J.  Schnorr,  Artist,  Stuttgart. 
For  first  half  of  Alphabet  see  Part  31  of  the  Workshop. 


No.  39.  Design  of  Balkonet  for  the  new  Market  Hall  in  Berlin. 
By  Mr.  Ilitzig,  Archt. 


Va  R  1  O  U  S. 


How  to  bleach  Ivory. 

A  process  for  hleacliing  ivory  is  given  hy  Dr.  Artus.  lie 
specially  mentions  the  application  to  ivory  plates  for  pianoforte 
keys;  hut  it  will  of  course  he  applicable  to  all  articles  of  the  ma¬ 
terial,  which  is  S(j  liable  to  acquire  a  disagreable  dark  colour. 
'I'he  articles  arc  first  to  I)e  soaked  in  a  sdlution  of  carbonate  of 
soda  (half  a  pound  of  the  crystals  to  two  jiounds  of  water)  for  a 
couple  of  days.  They  are  then  to  he  well  rinsed  with  clean  water 
and  afterwards  transferred  to  a  solution  of  three-quarters  of  a  pound 
of  sulphite  of  soda  in  two  pounds  of  water,  in  which  they  must 
reTiiain  for  five  or  six  hours.  Then,  without  removing  the  ivory,  a 
mixture  of  one  ounce  of  hydrochloric  acid  and  four  ounces  of 
water  is  to  be  added,  the  whole  is  to  be  stirred  together  and  the 
vessel  covereil  up  and  left  for  thirty -six  hours.  At  the  end  of 
this  time,  the  solution  is  poured  off  and  the  ivory  is  to  be  well 
washed  with  water.  If  it  should  not  have  the  desired  whiteness 
the  process  may  be  repeated.  'I'he  pro))ortions  of  solutions  we 
have  given  above  will  suffice  to  bleach  a  pound  of  ivory. 


Encaustic  Tiles. 

,\  novelty  in  tlie  Tnanufacturc  of  encaustic  and  other  orna¬ 
mental  tiles  has  just  been  brought  to  our  notice  Iiy  the  Archi- 
t.ectural  Pottery  (fonqiany.  'flic;  jiatterns,  which  have  liitherto  been 
iidaid  iti  self  cohjrs,  have  in  tins  ju’oeoss  been  produced  by  an 
admixf  ure  ol'  colored  ?naterials  very  finely  prcijared ,  which  give 
the  appi'arance  of  iidaying  of  granites  and  Florentine  mosaics, 
according  to  tin;  cottdnnations  of  c<dors  used,  and  may  also  be 
ap|)lied  either  in  tlie  ornaTrient  or  as  a  gi’ound.  'This  contrast  of 
eidored  (mnaiiient  against  the  ground  has  a  jdeaslng  effect,  aiid  is 
ea)iable  of  introduction  in  elaborab;  O7’na7nentation.  We  are  at 


the  sa7ne  ti77ie  assured  that  this  new  pi’ocess  intensifies  the  hardness 
of  the  surface,  re77dei-ing  the  pavement  still  more  durable.  We 
were  pleased  with  the  specimens  we  have  seen  of  the  patent  en¬ 
caustic  tiles  produced  l)y  the  same  I77a7iufacturers.  The  ornament 
is  777ore  deeply  inlaid  tha77  is  custo7i7ary  07i  this  descrij)tion  of 
nia77ufacture,  a77d  the  outlines  are  symiTietrical. 
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Phototype. 

We  have  see77,  at  G5,  Hatton  Garden,  examples  of  a  process 
to  which  the  7iame  of  phototype  is  give7i,  and  by  means  of  which 
it  is  proposed  to  supply  cuts  and  plates  for  book  illustration.  It 
is  based,  as  its  77a77ie  i7nplies,  077  photography,  the  commencement 
of  the  process  being  a  photographic  plate  either  from  a  print 
or  drawi7ig.  Fro77i  this  photograph ,  after  the  employment  of 
certain  inteimrediate  meaais,  a  raised  printi7ig-surface  is  obtained  by 
the  agency  of  the  electrotype.  'I'he  examples  shown  us  were  re- 
p7’oductions  of  copper-plate  eng7’avi7igs ,  woodcuts,  and  line  di’aw- 
i7igs.  The  process  in  worked  by  a  company,  called  the  Phototype 
Co77ipa7iy,  who  also  produce  photo-lithographic  plates. 
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Indian  Architecture. 

The  Govei’nn7e77t  of  India  has  made  arrangeme7its  for  having 
a  cast  take7i  of  the  pri77cipal  rei7iai7ii77g  gateway  of  the  Sanchi 
'I'ope,  7iear  Bhilsa,  with  a  view  of  havi7ig  pi’oduced  sevei’al  copies 
ol'  this  wo7'k ,  the  date  of  which  is  supposed  to  be  about  250  B.  C. 
It  it  the  7770st  elaboi’ate  work  of  sculpture  existing  i7i  India. 
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Prof.  W.Baumer  ,  I.Schnorr  amd  Others. 
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Decorative  Treatment  of  Frames,  Windows  and  Panels. 


/\ny  picture,  whether  oil  or  water-color  painting, 
engraving  or  photograph,  will  either  he  greatly  enhan¬ 
ced  or  materially  injured  hy  the  frame  which  surrounds 
it.  Mouldings,  ornaments,  the  form  and  proportion  of  the 
frame  will  alike  contril)ute  towards  making  the  picture, 
indejiendently  of  its  artistic  value,  appear  more  or  less 
effective,  according  to  the  design  and  style  of  the  work; 
just  as  a  room  will  appear  higher  or  lower  according  to 
the  decorative  treatment  of  the  ceiling,  walls  and  floor, 
which  enclose  it. 

What  has  been  said  of  pictures  will  also  apply 
to  any  framed  and  panelled  work  and ,  in  a  certain 
sense,  to  doors  and  windows.  For  it  is  certainly  not 
only  the  form  and  proportion  of  the  opening,  hut  also 
the  treatment  of  the  architectural  frame  of  doors  and 
windows  which  impart  either  grace,  elegance  and  life, 
or  repose,  breadth  and  strength  to  the  work.  They 
mark  the  character  of  the  whole  building  as  Avell  hy 
the  proportion  of  the  number  and  size  of  openings  to 
the  massive  walls,  as  hy  the  structure  and  decoration 
of  their  frame. 

But  however  true  and  important  may  he  these 
principles,  they  are  hut  too  often  infringed,  because  mis¬ 
understood,  or  not  understood  at  all.  Wherever  we  look, 
in  picture  and  mirror  frames,  in  panels  and  windows 
both  in  exterior  and  interior  decoration,  nay  also,  so 
far  as  they  hear  upon  our  subject,  in  the  mounting  and 
setting  of  fancy  articles  and  objects  for  personal  use, 
we  find  numerous  aberrations  from  these  rules,  owing 
to  a  deficiency  of  thought  and  understanding.  This  is 
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!  the  cause  of  so  many  inappropriate  lines  and  forms,  an 
injudicious  application  of  mouldings,  and  an  illegitimate 
and  overcharged  ornament  and  gilding,  which  we  ob¬ 
serve  so  often  in  works  of  this  kind,  and  if  we  try  here¬ 
after  to  establish  the  leading  features  for  the  deco¬ 
rative  treatment  of  frames,  panels,  windows,  etc.,  we 
do  so  in  order  to  counteract  the  swaying  influence 
of  ever -varying  fashion,  and  to  hold  high  in  their 
})lace  the  dictates  of  common  sense  and  good  taste 
in  art. 

Whatever  sort  of  frame  we  may  consider,  whether 
rich  or  simple ,  picture  or  mirror  frame ,  whether  made 
by  the  stone-cutter,  cabinet  maker  or  decorator,  whether 
dating  from  the  ancient  Grecian,  Roman,  IMediseval,  or 
Renaissance  period,  we  find  some  points  of  similarity 
amongst  all,  some  general  principles  from  which  we 
i  cannot  depart. 

The  frame,  serving  the  purpose  to  enclose  and 
border  some  object,  has  naturally  its  characteristic  im¬ 
portance  not  in  itself  alone,  but  rather  in  the  enclosed 
work  with  which  it  is  to  produce  a  harmonious  effect;  in 
i  like  manner  as  the  handle,  foot  and  lid  of  a  well  de¬ 
signed  vase  complete  and  relieve  the  bulbed  part  of  the 
vessel.  According  to  the  above  notion  it  must  indeed 
j  be  wrong  to  set  off  an  insignificant  or  worthless  picture 
I  by  an  overpowering  richness  of  frame.  It  must  on  no 
I  account  attract  the  eye  in  any  .illegitimate  way  there¬ 
by  destroying  the  effect  of  general  harmony  and  re¬ 
pose.  The  frame  marks  the  picture  or  ornamental 
panel  which  strikes  our  eye,  just  as  the  window  of  our 
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Fig-.  1.  Grecian  Coffered  Ceiling. 


Fig.  2. 


Fig.  2. 


Fig.  2. 


room  encases  the  landscape  outside.  Picture  or  panel 
must  recede  from  or  be  sunk  in  the  frame -work  either 
by  means  of  the  mouldings,  by  the  effect  of  color,  or 
by  both  together. 

With  reference  to  color  it  may  generally  he  right 
to  give  to  the  frame  or  border  a  decided  and  light  color 
and  to  choose  for  the  ground  of  the  panel,  if  not  sub¬ 
ject  to  other  considerations,  an  airy,  neutral  tint  from 
which  figures  and  ornaments  stand  out  very  well  as  shown 
by  numerous  examples.  But  if  the  frame  is  white,  or 
of  bright  metal,  or  hard  polished  wood,  yellow  and 
red  may  advantageously  he  used  for  the  ground  of  the 
panel. 

As  for  the  mouldings  and  ornamentation  of  archi¬ 
tectural  frame -work,  we  give  in  fig.  1,  a  Grecian  cof¬ 
fered  ceiling,  which  is  a  typical  example  for  ceiling 
decoration  of  all  periods.  We  have  here  a  series  of 
bands,  mouldings  and  supporting  members  for  the  cof¬ 
fered  ceiling,  or,  considered  in  another  point  of  view,  a 
combination  of  frames  for  the  panelling.  Independently 
of  the  characteristic  expression  of  supporting  the  roof, 
exhibited  by  these  beams  in  form  and  decoration ,  they 
mark  also  by  their  intersections  the  sunk  panels  or 
coffers,  and  we  are  therefore  perfectly  authorized  to 
employ  all  the  running,  conventional  ornament,  typical 
of  bands  and  border  patterns,  such  as  frets,  meanders. 


etc.,  in  short  all  those  decorative  motives  which,  origi¬ 
nally  borrowed  from  textile  fabrics  and  embroideries, 
have  been  imported  by  the  ancient  Greeks  and  Romans 
to  be  ever  since  employed  in  monumental  and  indus¬ 
trial  art. 

It  will  not  be  forgotten  however  that  this  orna¬ 
ment,  surrounding  and  bordering  the  panel  in  parallel 
bands,  must  diverge  from  the  centre,  the  egg  and  dart 
ornament,  leaves  and  other  enriched  mouldings  being 
set  with  the  ends  towards  the  centre  and  never  the  re¬ 
verse.  (Fig.  2  and  detail  A  of  Supplement.)  The  same 
is  true  with  regard  to  cornerpieces,  clasps  and  other 
ornamental  features  which  may  enrich  prominent  parts 
of  the  frame.  Especially  figures,  representations  of 
animals  etc.,  if  combined  with  the  conventional  orna¬ 
ment  and  enriched  mouldings  of  the  frame -work  must 
always  stand  upright. 

In  addition  to  the  foregoing  remarks,  and  before 
considering  the  form  of  the  frame,  we  may  point  out, 
that  the  more  the  eye  is  led  to  the  contemplation  of 
the  panelled  or  framed  work,  the  more  this  will  show  the 
effect  of  a  picture,  the  better  and  the  more  successful 
will  be  the  frame  itself. 

The  conclusion  in  our  next. 


* 

Specimens  of  Ornamentation.. 


No.  1. 


No.  2. 


Nos.  1  and  2.  Romanesque  Style.  Panels  from  the  Poreli  of  Seez  Cathedral.  Thirteenth  century. 


356 


No.  I)ia|)Oi'  from  ii  Paint, ii)g  liy  II.  Burkmaier,  1450 — 1501. 
lilack  stripps  will]  gold  srpiaros  at  tlieir  intersections.  red-])ro\vii  pattern  on  silver  gronnd. 

-''o  4  0.  liPiiaiHsancp  Style.  Sixteentli  ppiifui'y.  I’aind  Ornaments  fi'om  tlie  Sejnilcliral  Monuments  of  the  Counts  of  Wurtemherg  in' the 

Slil Islilrclir ,  Stuttgart. 
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No,  9. 


Nos.  7 — 9.  Modern  Cornices  for  Interior  Decoration.  Mr.  Ch.  Lehr,  Sculptor,  Berlin. 
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No.  10.  Modern  Moresque  ra7iel.  M.  Clerg'et,  Artist,  Pari 
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Nos.  11-13.  Design  of  a  Chinuiey-Fiece  by  the  late  Professor  Cockerell,  U.  A.  Loiuloii 
For  full-size  details  see  No.  1  of  Suppleiueiit, 
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No.  14.  No.  15.  No.  16. 


^os.  14 — 20.  Silver  (/linrch  Ve.s.sels,  de.sigiied  in  the  Htyle  of'  Italian  Renaissance  by  Mr.  Valentin  Teirich,  Archt. .  Vienna. 

No.  14.  llurette.  No.  15.  Processional  Cross.  No.  16.  Chalice.  • 
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Nos.  17  and  18.  Salver  belonging  to  the  burette  No.  14.  Nos.  19  and  20.  Salver  tor  depositing  wedding-rings  and  gloves  on  inari’iage- 

ceremonies. 
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No.  25. 


No.  24. 


Nos.  24  and  25.  Prayer-Book  Cover,  designed  by  Mr.  Ilchlender,  Archt.,  Berlin. 

Embossed  Marocco  leatlier  with  silver-mounts,  ground  partly  grained,  indicated  by  tlie  shaded  parts,  enriched  with  gold  ornament. 

corner  knobs  and  central  name-plate  lieing  of  silver. 
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\o.  2ii.  Modnni  linfCct,  i)i  st.aiiiod  wood  dwit.Ii  white  marble  slab.  Messrs.  Plpple  &  Jdge;  Stuttgart. 


obo 
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Xos,  27  and  28.  AVriting-Table,  execute  1  in  Italian  walnut  IVoin  the  design  of  Air.  Kaehcl,  Arclit. ,  by  Air.  Cl.  Stoevesandt,  Carlsruhe. 

Details  Nos.  2 — 5  of  Sup[)leinent. 
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O  10  20  30  40  50  60  Gtau 


Xo'-'.  ‘J‘.)  :uiil  •'!().  Moili'i-ii  Ootliic  Stove  iniuiuraciured  from  tlie  desig-n  of  Mr.  Kiewel,  Arclit.,  by  Mr.  B.  Erndt,  Yieniia. 

(dazi'd  and  l■ll;ul]e| led  tiles  in  different  colors,  leaves  and  dowers  green  on  white  enamelled  ground,  the  main-color  of  the  stove  being 

dark-brown,  Howers  and  berries  of  cornice  picked  out  in  gold. 

Jtetails  Nos.  (i — 8  of  Siqiplement. 

X'o.s.  dl  -31.  Modern  Boman  Jewellery.  Brooches  and  Ear-])endants,  manufactured  by  Mr.  K.  Ansoi’ge,  Viem.a. 


i 
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No.  35. 


No.  35.  Wrouglit-iron  I’ails  from  the  Pompeian  House  of  Prince  Napoleon. 

Nos.  36  and  37.  Knocker  of  Gate  belonging  to  No.  3.5.  M.  A.  Normand,  Arclit.,  Paris. 
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Inside  an  Abyssinian  Church. 

Dr.  Blanc  in  an  interesting  series  of  papers  on  Abyssinia  in 
the  British  Medical  Journal,  writes:  —  Except  in  the  province  of 
Tigre,  all  the  churches  in  Abyssinia  are  circular,  the  walls  gene¬ 
rally  of  mud  and  stone,  the  roof  conical  and  thickly  covered  with 
straw.  The  church  proper  consists  of  three  concentric  circles ;  — 
the  first  a  kind  of  verandah,  wherein  the  congregation  assembled ; 
the  second  the  church  itself,  where  the  priests  perform  their  cere¬ 
monies;  the  third,  or  innermost  circle,  the  “Holy  of  Holies”,  con¬ 
taining  the  sacred  vase  and  the  “Tabot,”  a  small  square  piece  of 
wood,  having  on  one  side  a  cross,  on  the  other  three  stars,  sym¬ 
bols  of  the  Trinity,  and  on  which  are  carved  the  name  of  the 
church,  and  that  of  the  bishop  by  whom  it  was  consecrated.  The 
verandah  is,  for  the  stranger,  the  most  interesting  portion  of  the 
edifice.  In  some,  like  “Medani  Alum”  (Saviour  of  the  world)  the 
church  we  visited  that  day,  the  paintings  that  adorn  the  walls,  all 
considering,  are  not  badly  made.  St.  George  and  the  dragon  in 
the  church  of  Medani  Alum  held  a  prominent  and  conspicious 
place ;  next  came  the  Twelve  Apostles  and  the  Trinity,  God  being 
represented  in  the  form  of  a  benevolent  looking  old  gentleman. 
Several  represeiitations  of  our  Lord’s  sufferings  graced  the  walls. 


To  Color-Stain  Dried  Grass. 

Thei’e  are  few  prettier  ornaments ,  and  none  more  economical 
and  lasting,  than  bouquets  of  dried  grasses,  mingled  with  the  va¬ 
rious  gnaphalia,  or  unchangeable  flowers.  They  have  but  one  fault; 
and  that  is,  the  want  of  other  colors  besides  yellow  or  drab  or 
brown.  To  vary  their  shade  artificially,  these  flowers  are  some¬ 
times  dyed  green.  This  however  is  in  bad  taste ,  and  unnatural. 
The  best  effect  is  produced  by  blending  rose  and  red  tints,  together 
with  a  very  little  pale  l)lue,  with  the  grasses  and  flowers,  as  they 
dry  naturally.  The  best  means  of  dyeing  dried  leaves,  flowers 
and  grasses,  is  simply  to  dip  them  into  the  spirituous  liquid  solu¬ 
tion  of  tlie  various  compounds  af  aniline.  Some  of  these  have 
a  beautiful  rose  shade:  others  a  red,  blue,  orange,  and  purple.  The 
depth  of  color  can  be  regulated  l)y  diluting,  if  necessary,  the  ori- 
crinal  dyes  with  methyl  or  spirit  down  to  the  shade  desii’ed.  When 
taken  out  of  the  dye  they  should  be  exposed  to  the  air  to  dry  off 
the  spirit.  They  then  require  arranging,  or  setting  into  form,  as, 
when  wet,  the  petals  and  fine  filaments  have  a  tendency  to  cling 
togetlier,  wliich  shouhl  not  lie.  A  pink  saucer,  as  sold  by  most 
druggists  for  sixpence,  will  supply  enough  rose  dye  for  two 
ordinary  boinpiets.  The  druggists  also  supply  the  simple  dyes  of 
various  colors,  at  the  same  cost.  The  pink  saucer  yields  the  best 
rose  dye.  By  washing  it  off  with  water  and  lemon  juice,  the  ani¬ 
line  dyes  yield  the  best  violet,  mauve  and  purple  colors. 

8.  Piesse. 


Castings  with  Gold  and  Silver. 

Gilding-.  —  Gibling  cast  iron  by  means  of  gold  amalgam  is 
vei-y  difficult,  as  the  anialgani  does  not  adhere  to  the  iron.  It  is 
t tieref()i-(!  necessary  to  bi-ush  the  well-cleaned  surface  of  the  iron 
with  a  conf:entrated  solution  of  co])per  vitriol,  and  to  apply  the 
the  amalgam  to  ))rcci[)itated  co]q)er.  As  under  certain  circum¬ 
stances  the  Coating  of  co])])cr  is  injui-ious,  Bbttger  coats  the  articles 
direct  with  Trjercury  by  means  of  the  (dective,  ]iositivc  zinc  in  the 
following  manner:  The  article  to  bo  gilded  is  well  cleaned  and 
boiled  in  a  jiorcclain  vessel  together  with  12  parts  (jf  mercury, 
I  part  of  zinc,  2  ))arts  of  iron  vitriol,  I'j-i  jiarts  of  muriatic  acid 
ol  12  s])ecific  gravity,  ami  12  parts  of  water;  in  a  short  time 
a  layer  of  mercury  will  de])Osit  ujion  the  iron,  and  iqion  this 
the  gold  amalgam  may  be  uniformly  distributed. 

The  gilding  may  also  be  elfected  upon  jiolished  iron  in  tbc 
following  manner;  If  a  nearly  neutral  sobdion  of  chloride  of  gold 


be  mixed  with  sulphuric  ether  and  agitated,  the  ether  will  take 
up  the  gold  and  float  above  the  denser  liquid.  When  this  aurife¬ 
rous  ether  is  applied  by  a  camel-  hair  pencil  to  brightly  polished 
iron  or  steel,  the  ether  evaporates  and  the  gold  adheres.  It  is 
fixed  by  polishing  with  a  burnisher.  This  gilding  is  not  very  rich 
or  durable ;  in  fact  the  affinity  between  gold  and  iron  is  feeble 
compared  to  that  between  gold  and  copper  or  silver. 

Gilding  of  cast  iron  by  the  galvanic  way  is  also  difficult,  and 
is  successful  only  if  the  article  is  perfectly  clean.  It  is  advisable 
previously  to  coat  the  article  with  copper  or  silver. 

Polished  iron  may  also  be  gilded  with  heat  by  gold  leaf 
Silvering  Cast  Iron.  —  Iron  to  be  silvered  is  first  provided 
with  a  coating  of  copper,  upon  which  the  silver  is  applied  either  by 
means  of  amalgam  or  silver  leaf. 

Cast  iron  can  be  well  silvered  by  the  galvanic  way  without 
a  previous  coppering. 

Practical  Treatise  on  Metallurgy. 


Modern  Iron  Work. 

At  the  last  Paris  International  Exhibition,  a  pair  of  iron  gates, 
by  Messrs.  Barnard,  Bishop,  and  Bernards  of  Norwich,  attracted 
the  notice  of  most  visitors,  by  their  colossal  size,  l)y  the  elaborate 
and  beautiful  character  of  the  design,  and  by  the  skill  with 
which  the  vvorkman’s  hammer  had  wrought  it  out.  An  examina-. 
tion  of  those  gates  naturally  led  to  the  inference  that  if  the  ma¬ 
nufacturers  were  afforded  another  opportunity  of  producing  a  work 
of  the  same  kind,  it  would  reflect  equal,  if  not  greater,  credit  upon 
them.  In  the  summer  of  last  year  this  great  firm  of  iron  workers 
received  a  commission  from  the  Government  of  Buenos  Ayres-  to 
furnish  a  series  of  ornamental  gates  and  connecting  railings  for 
the  purpose  of  enclosing  the  area  covered  by  the  station  and  a 
certain  portion  of  the  I’ailway;  the  order  is  now  completed,  and  is 
already  on  its  way  to  the  River  Plate.  The  gates  for  the  princi¬ 
pal  entrance  lo  the  station  are  the  subject  of  the  annexed  engra¬ 
ving.  They  are  about  14  feet  wide,  by  11  feet  in  height;  the  lower 
panels  are  filled  with  a  design  suggested  by  the  hawthorn,  which, 
with  the  rose  and  oak,  is  the  type  of  the  whole  ornamentation. 
The  plan  of  the  piers  is  oblong,  the  sides  and  backs  being  filled 
with  the  same  ornamental  designs  as  the  front ;  wings  to  match 
complete  the  set,  which  occupies  an  arch  in  front  of  the  station. 
Without  any  attempt  at  overmuch  elaboration ,  the  richness  of 
the  design  is  most  striking ,  and  at  the  same  time  is  charac¬ 
terised  by  good  taste:  the  merit  must  be  given  to  Mb  Alfred 
Barnard,  one  of  the  younger  members  of  the  firm,  who  originated 
and  superintended  the  execution  of  the  whole  work:  it  is  entirely 
of  wrought  iron.  Art  Journal. 


The  Tomb  of  Henrj  VII. 

The  well  known  central  monument  in  the  chapel  of  Henry  YIL, 
Westminster  Abbey,  has  been  cleansed  and  revived.  The  tomb 
itself  is  seen  to  be  of  black  marble;  the  effigies  and  other  metal 
adjuncts  are  gilt.  The  gilding  is  for  the  most  part  in  an  excellent 
state  of  preservation,  the  subjects  of  the  sculptured  groups  in  the 
circular  panels  round  the  tomb  are  now  obvious,  and  the  inscription 
is  legilde.  The  dark  metal  screen  around  the  tomb  would  prevent 
its  newly-restored  brigthness  from  interfering  with  the  sombre 
harmony  of  the  chapel  as  a  whole,  even  were  that  brightness  more 
fdarino-  than  ,it  is.  It  was  a  decidedly  desirable  work  to  do. 
Nothing  has  yet  been  done  to  the  screen ;  but  doubtless  it  will 
be  cleaned  and  the  small  portions  that  are  gilt  brought  out. 
Looking  at  the  tolerably  complete  appearence  of  the  monument  at 
first  sight,  it  is  somewhat  startling  to  hear  that  1,500  pieces  are 
wanting  to  make  it  i^erfect;  yet  such  we  believe  is  the  case. 

The  Builder. 
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Decorative  Treatment  of  Frames.  Windows  and  Panels.* 


1  hough  the  most  perfect  and  appropriate  form  for 
encircling  and  bordering  any  object  is  certainly  the 
round  or  oval  frame;  still  the  decorative  motives  and 
enriched  mouldings,  referred  to  above,  may  equally  well 
be  applied  to  rectilineal,  round  and  comlnned  regidar 
forms. 

As  for  the  rectilineal  frame,  we  may  point  out  one 
particular  form  in  which  the  panel  is  not  bordered  in 
the  same  style  on  all  four  sides,  the  lower  part  being 
otherwise  designed  than  the  sides  and  upper  part,  or, 
in  imitation  of  doors  and  window-dressings,  replaced 
by  a  sill,  showing  other  mouldings  and  decoration  than 
jambs  and  lintel  (see  figs.  3 — 6,  8  and  9).  Antique 
specimens  of  such  framework  are  still  extant,  e.  g., 
that  of  a  Avindow  from  Tivoli  Temple  (Supplement  B). 
In  the  Middle  Ages,  during  the  Romanesque  and  Gothic 
periods,  doors  and  Avindow  dressings,  panels  and  picture- 
frames  used  to  shoAV  bold  jamb- mouldings  ending  at  a 
certain  height  above  the  loAver  part  or  sill  (tigs.  3 — 5). 
During  the  Renaissance  period  either  the  antique  style 
of  frame-Avork  appears,  or  it  is  returned  and  liroken  at 
the  loAver  ends,  shoAving  the  jamb-mouldings  in  section. 

( tig.  ti.) 

For  basement  and  mezzanine  AvindoAvs,  and  for  those 
of  a  certain  class  of  buildings,  such  as  prisons,  etc.,  it 
may  appear  judicious  to  choose  another  proportion  of 
height  and  Avidth  than  usual,  the  latter  predominating 
and  thereby  producing  a  sort  of  Ioav  and  flat  opening, 
a  form  Avhich  is  alike  suitable  for  dados,  socles,  Avains- 


*  See  p.  353  ante. 
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cotings  and  liacks  of  AvindoAvs,  in  juxtaposition  to  the  high 
panelling  of  the  upper  part  of  a  Avail.  If,  hoAvever,  this 
flat  form  is  chosen,  attention  must  lie  jiaid  that  it  lie 
either  a  marked  square  or  olilong.  All  those  forms  at 
the  sight  of  Avhich  the  eye  is  not  at  once  struck  as 
belonging  unmistakably  either  to  tbe  one  class  or  the 
other  ought  to  be  carefully  avoided.  We  may  also 
remark  here,  that  for  optical  reasons  more  height  is 
in  reality  necessary  in  most  cases  than  that  Avhich  is  in¬ 
tended  to  he  conveyed  to  the  eye,  an  exact  square  placed 
at  some  height  appearing  as  an  oblong,  and  the  circum¬ 
ference  of  a  circle  an  oval.  For  the  same  reason  the 
upper  vertical  part  of  a  spire-cross  must  be  made  con¬ 
siderably  longer  than  both  the  horizontal  ones  in  ordei' 
to  appear  equal  to  them.  Hence  Ave  must  conclude  that, 
according  to  the  height  in  Avhich  the  iianel  or  frame  is 
placed,  Ave  must  give  more  or  less  height  to  the  oblong 
if,  seen  from  lieloAv,  it  is  intended  to  appear  a  square. 
In  tbe  same  Avay  and  under  tbe  same  circumstances,  if 
Ave  AAnsli  to  see  as  nearly  as  jAossible  an  exact  circle, 
Ave  must  make  in  reality  an  oval  frame  shoAving  more 
height  than  Avidth.  It  may  also  be  suitable  to  use  various 
forms  of  frames,  squares,  circles  and  polygons  alternating 
Avith  the  oblong  and  oval  if  a  certain  nund)er  is  to 
a})pear  together. 

With  regard  to  the  dimensions  and  proportions  of 
frames  Ave  cannot  hazard  to  give  any  distinct  rules,  they 
being  subject  to  the  size  and  importance  of  the  framed 
picture,  the  mirror,  etc.  A  small  picture  may  often 
appear  very  Avell  in  a  comparatively  broad  frame,  the 
latter  giving  more  Aveight  and  body  to  a  Avork  of  in- 
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:5,  I!oni;m  Niche  From  Nerva  Temple,  Komo. 

Fig.  4  ami  5.  I{omanes(|ue  and  (Jotliic  Window  Dressing.s. 
h’ig.  <1.  KenaiHsancc  I’a7iel  from  Baden  Castle. 


1<J.  lug.  11. 

Fig.  7.  Model'll  Frame. 

Fig.  8.  Detail  of  Grecian  Door  from  tlie  Ereclitlieioii,  Athens. 
Fig.  9.  Modern  Renaissance  Frame. 

Fig  10.  Renaissance  Panel  from  Rotlienlmrg;  Sixteentli  Century. 
Fig.  11.  Modern  Renaissance  Frame. 
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trinsic  worth  and  importance.  For  doors  and  windows 
however  we  may  best  be  guided  by  antique  examples 
in  which  the  proportion  of  Avidth  to  height  in  clear  is  in 
general  very  near  1  to  2,  and  the  breadth  of  the  frame 
varies  usually  hetAveen  Vs  V?  of  the  width.  A 

l)roader  frame-Avork  Avould  convey  the  impression  of  se¬ 
verity,  strength  and  heaviness,  and  may  therefore  Avith 
perfect  right  he  applied  to  sepulchral  monuments,  castles,  i 
the  basements  of  buildings,  etc. 

The  frame  gains  a  still  l)older,  more  characteristic 
form  and  appearance  by  the  addition  of  ears  (fig.  7)  Avhich, 
originally  suggested  by  the  antique  structure  of  doors 
and  AvindoAvs,  give  occasion  to  apply  nails,  knol)S,  floAvers, 
etc.,  in  the  corners,  thereby  representing  and  marking 
the  fixing  of  the  frame  to  the  Avail  or  some  other  ma¬ 
terial.  Often  also  a  croAvning  cornice  Avith  or  Avithout  a 
frieze  surmounts  the  frame,  and  is  further  enriched  by 
consoles  and  a  straight  or  arched  pediment  (fig.  9).  In 
tliis  form  the  frame  is  unquestionably  sulqect  to  the 
l)rinciples  and  rules  of  Arcliitecture  by  Avliich  so  many 
l)ranches  of  Art-Industry  must  abide.  Of  striking  effect 
in  tliis  respect  and  capalile  of  the  richest  and  most 
monumental  development  is  the  purely  architectural  struc¬ 
ture  and  ground Avork,  capped  by  a  complete  entalila- 
tui’e,  and  supported  l)y  columns,  pilasters,  hernue  or 
figures. 

A  bighly  important  decorative  feature  is  also  the 
pediment,  Avhicli,  though  it  may  be  considered  as  a 
ti-iaiigular  jiaiiel  or  frame,  is  hoAvever  subject  to  otlier 
princi])les  of  ornamentation,  giving  quite  a  different  form 
of  expression ,  and  reipiiring  therefore  also  a  separate 
treatment.  For  small  objects,  i)ictures,  mirrors  etc.,  it 
is  indeed  much  less  suitable,  but  so  much  the  more 
for  )iinre  inqiortant  Avorks,  Avhere  it  appears  AAutli  the  tym- 
panuni,  often  enriched  Avith  the  most  beautiful  and  ex¬ 
quisite  sculpt ui'cs.  The  roodlofts  also  and  open  trusses 
of  flic  I’oof  AA’liieh  the  Middle  Ages  kneAv  so  Avell  hoAV 
to  (lecoi’ate,  as  illustrated  by  numerous  examples  of  char¬ 
ming  (li'^ign,  belong  to  this  category.  Consisting  of 
two  rafteis  as  obliipie  sides  of  the  triangle  and  the  tie- 
beam  as  base,  tlie  different  constructive  purposes  of 
these  features  tire  to  |)revail  in  their  decoration.  If  the 
tie-beam,  e.  g.,  is  enricbed  AA'itb  iiinning  ornament  of 
ome  soil,  this  ought  to  depart  in  o|)posite  directions 
tiom  the  niiddh!  and  never  tlu;  riwerse.  If  high  enough, 
if  m.ay  have  tivo  frets  one  above  the  other  :nid  running 
both  in  opjtrisite  directions;  hut  tiny  ii])right  Hiding  or 
ehamfe)-ing  Avonhl  be  entirely  out  id’  jihice  for  the  deco- 
lation  (d'  the  tie-beam.  'Fhe  rafters,  if  decorated  in  the 
r-ame  Avav,  must,  in  harmony  Avith  their  constructive  ten¬ 


dency,  have  the  frets  or  other  running  ornament  directed 
from  both  sides  toAvards  the  summit.  These  same  prin¬ 
ciples  find  their  expression  also  in  the  pediment,  Avhich 
is  most  effectively  and  appropriately  surmounted  fjy  the 
acroteria.  If  the  raking  cornice  is  enriched  Avith  den¬ 
tils  and  consoles  they  must  be  vertical  and  not  peiqien- 
dicular  to  the  inclination  of  the  roof. 

If  after  this  Ave  return  to  the  rectangular  frame,  Ave 
may  conclude  from  the  foregoing  remarks  that  in  all 
cases  in  Avhich  the  decoration  of  the  frame  is  not  one 
and  the  same  all  round,  and  radial  to  the  panel,  the 
upper  and  loAver  parts  nmst  be  clearly  marked  and  diffe¬ 
rently  treated,  according  to  their  oAvn  peculiar  character. 
With  regard  to  the  upper  part  the  principles  to  be  ob¬ 
served  are  partly  already  apparent  through  the  above 
observations,  and  Ave  shall  recur  to  them  again  further 
on.  The  loAver  part  Avill  either  hang  freely  on  both 
ends  or  support  the  upper  part.  In  each  case  the  deco¬ 
ration  Avill  be  different ,  either  festoons  and  floating 
bands,  or  2)linth  mouldings,  strongly  interlaced  jAatterns, 
frets  etc.  l)eing  chosen  for  this  purpose.  Also  the  hanging 
triangular  panel  serving  sometimes  as  the  loAver  part  of 
the  frame  must  he  referred  to  as  it  appears  frequently 
Avith  AvindoAvs,  reliefs,  monumental  tablets,  etc.  If  figures 
are  employed  in  combination  Avith  these  features  they 
must  again  appear  only  in  upright  position. 

AVith  the  vieAV  of  explaining  and  illustrating  the 
foregoing  observatioiis  on  the  decoration  and  form  of  frame, 
Ave  give.  Supplement  13,  some  examples  of  antique  frame- 
mouldings,  and  at  C  some  others,  dating  from  the  eight¬ 
eenth  and  nineteenth  century,  and  being  characteristic 
specimens  of  the  different  classes  they  are  to  represent. 
We  hoi)e  that  modern  Art-Industry,  Avhile  emulating  only 
good  exam})les,  Avill  employ  the  rich  resources  over  Avhich 
it  has  command  in  consequence  of  the  immense  increase 
of  international  intercourse,  in  order  to  produce  also  in 
this  branch  good  and  appropriately  designed  frames, 
Avithout  being  led  astray  by  the  ever-varying  taste  of 
fashion. 

The  interior  decoration  of  the  AvindoAV,  of  Avhich  Ave 
Avish  to  speak  in  conclusion,  consists  generally,  besides 
drapery  and  hangings,  of  the  curtain  gallery,  AAdiich  is 
strictly  speaking  nothing  else  but  the  upper  part  of  the 
frame,  and  therefore  partly  subject  to  the  construc¬ 
tive  and  decorative  laAvs  pointed  out  above.  Still  it  has 
its  oAvn  peculiar  character,  by  Avhich  it  distinguishes  itself 
and  Avhich  must  bear  upon  its  form  and  ornamentation. 
It  is  hardly  constructive  necessity  but  rather  decorative 
considerations  Avhich  prevail  here;  it  has  only  to  hear 
its  own  Aveiglit  and  that  of  the  hangings,  lies  free  on 


both  ends,  and  its  dimensions  are  again  regulated  rather 
by  aesthetic  reasons,  the  eye  requiring,  besides  proper 
sujiports  of  some  description  on  both  ends,  a  good  pro¬ 
portion  of  the  height  to  its  length  and  to  the  size  and  form 
of  the  window.  The  curtain  gallery  surmounts  the  in¬ 
terior  window,  just  as  the  exterior  is  crowned  by  the 
cap  or  pediment.  Elegant  mouldings,  crowning  members, 
judiciously  designed  with  regard  to  the  indistinct  light 
in  which  they  appear,  are  of  good  effect  here,  (Supple¬ 
ment  JD,  excl.  D.  /.);  zones  or  bands  with  crowning 
cornice  and  enriched  with  frets,  meanders  and  other 
textile  motives,  honey-suckle ,  egg  and  dart  ornament, 
bead-rolls,  etc.,  are  therefore  very  appropriate  and  effec¬ 
tive  decorative  features  for  the  enrichment  of  the  gallery, 
especially  when  relieved  by  color  and  gold.  But  we  can¬ 
not  approve  of  the  meaningless,  ungraceful  lanihrequins, 
so  often  seen  in  modern  chamber  decoration,  with  clasps 
in  the  middle,  behind  which  the  crowning  cornice  cannot 
I)e  discovered;  or  of  heavy  and  massive  mouldings  the 
ornamentation  of  which  is  frequently  without  any  in¬ 
trinsic  bearing  to  their  relation  and  meaning.  (Supple¬ 


ment  D.  I.)  As  examples  for  suggestion,  and  as  illu¬ 
strations  of  the  foregoing  remarks  we  refer  to  Supple¬ 
ment  C,  and  tig.  2  of  last  Part  of  the  Workshop.  Still 
the  decorative  treatment  of  the  gallery  will  always  de¬ 
pend  on  the  hangings,  according  to  their  being  more 
or  less  heavy. 

We  conclude  by  enumerating  the  different  styles  of 
curtain  galleries. 

1.  Simple  mouldings,  polished  or  gilt;  crowning 
members. 

2.  Poles  supported  by  brackets. 

3.  Cornice  with  or  without  consoles. 

4.  Cornice  with  frieze  or  architrave ,  if  of  great 
width  divided  in  the  middle,  often  surmounted 
by  acroteria. 

5.  Cornice  as  before,  and  decorated  witli  drapery 
and  cords,  rich  stuff’  sometimes  fancifully  cut, 
and  the  lighter  curtains  beneath  with  api)ropriate 
pattern  falling  in  rich  folds. 

The  same  remarks  ajtply  as  well  to  door  hangings 
and  galleries. 


Specimens  of  Ornamentation, 
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No.  1.  Modern  Ceiling-Flower. 
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No.  3. 


Nos.  2  ami  3.  Patterns  foi'  Grisaille  Windows  with  colored  hoi’ders. 

Ilatcdii'd  ground  of  squares,  yellow  bead-rolls  with  red  flowers  on  black  ground  at  the  intersections, 
liordcr  llowers  and  gcorncti'ical  pattern  violet  on  Idack  in  No.  2,  green  on  black  in  No.  3. 
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No.  7. 


Nos.  4 — 7.  Modern  Ornaments  l)y  Mr.  A.  Jungermann,  Sculptor,  Berlin. 
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No.  8.  Miijolica  Vase.  Height  25'"' 


Messrs.  Minton  &  Co.  Stoke  upon  Trent. 
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Design  of  Carved  Frame  by  M.  Villeminot,  Sculptor,  Paris. 


378 


No.  10. 


No.  11. 


Nxliibition  of  t(io  “Vrihin  ('entralc  dcs  Bcaux-Arts  appliques  a  V Industrie”  in  Paris  1869. 

Nos.  10  !ui(l  11.  Panels  of  a  .Jewel  Casket,  executed  in  email  cloisonne,  designed  by  M.  E.  Phili23pe,  Paris. 
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Nos.  12.  and  1.3.  Design  of  Church  Vessel  l)y  Mr.  V.  Teirich,  Archt.,  Vienna. 
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No.  14.  Modern  Caljinei  Mr.  Fr.  Steffan,  Archt.,  Munich. 
Full-size  details  in  No.  3  of  Supplement. 
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Nos.  15  and  16.  Carved  Bufifet,  executed  in  Italian  Walnut  from  the  design  of  M.  G.  Kachel,  Archt.,  by  Mr.  G.  Stoevesand,  Carrsruhe. 

The  wood  is  not  polished,  but  rubbed  with  wax. 

Details  in  No.  2  of  Supplement. 
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No.  17.  Dosif^n  of  Painterl  Ceiling  by  M.  A.  Toepfer,  Augsburg. 
Details  in  No.  1  of  Supplement. 
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Nos.  18 — 20.  Sepulchral  Monument,  designed  in  Modern  Gothic  by  Pi’of.  Geul,  Munich. 
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No.  21.  Bronze  TomB-Rails  Mr.  Hitzig,  Archt.,  Berlin. 
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Waterproofing  Walls. 

One  of  tlie  most  recent  of  the  many  uses  to  which  Mr.  Fre¬ 
derick  Ransome’s  process  of  manufacturing  artificial  stone  has 
been  applied  is  in  protecting  the  outer  walls  of  buildings,  so  as 
to  resist  the  action  of  the  weather  by  making  them  waterproof. 

Even  through  well-built  and  substantial  walls  moisture  will  make 
its  way,  and  tlie  ordinary  type  of  dwelling  house  is  very  pervions 
to  wind-driven  rain.  We  recently  noticed  what  Mb  Ransome  is 
doing  in  preserving  stone,  and  his  system  of  waterproofing  is  only 
an  application  of  the  same  process. 

The  external  surfaces  of  the  walls  to  be  protected  are  first 
washed  with  a  silicate  of  soda  or  solution  of  flint,  which  is  ap¬ 
plied  again  and  again,  until  the  bricks  are  saturated,  and  the 
silicate  ceases  to  be  absorbed.  The  strengtli  of  the  solution  is  | 
regulated  by  the  character  of  the  bricks  upon  which  it  is  to  be  i 
applied,  a  heavier  mixture  being  used  upon  porous  walls,  and  a  ' 
lighter  one  on  those  of  denser  texture.  After  the  silicate  has  be¬ 
come  thoroughly  absorbed,  and  none  is  visible  upon  the  surface, 
a  solution  of  chloride  of  calcium  is  applied,  which,  immediately 
combining  with  the  silicate  of  soda,  completely  fills  up  all  the  in¬ 
terstices  in  the  brick  or  stone,  without  in  any  way  altering  the 
original  appearance.  By  this  operation  the  wall  is  rendered  per¬ 
fectly  watertight, ’and,  as  the  pores  of  the  bricks  are  thoroughly 
filled  for  a  considerable  depth  from  the  surface  with  the  insoluble 
compound,  which  is  entirely  unaffected  by  atmospheric  influences, 
no  subsequent  ])rocess  is  necessai-y. 

Mb  Ransome  has  already  successfuly  applied  this  process  to 
a  large  number  of  buildings,  several  of  which  were  previonsly  al¬ 
most  uninhabitable  from  the  constant  dai^)ness;  and  a  lengthened 
experience  has  [u-oved  that  it  is  not  only  thoroughly  effective ;  but, 
from  the  comparative  ins<|^nificance  of  its  original  cost,  and  the 
fact  that  renewals  are  nevi*"  required ,  the  system  recommends 
itself  for  J^enersd  adoption  in  jmeference  to  all  other  methods  of  ^ 
waterproofing.  Scientific  Americcin.  | 


How  to  preserve  Pencil  Drawings. 

An  ingenious  means  of  effecting  this  has  been  invented  by  M, 
E.  Rouget,  of  Paris.  The  invention  consists  in  obtaining  the  fixa¬ 
tion  of  such  drawings,  tracings,  or  sketches,  by  directly  projecting 
on  these  latter  any  suitable  adhesive  liquid  reduced  to  a  fine 
spray,  or  in  what  is  commonly  called  the  atomized  or  pulverized 
state,  by  causing  the  liquid  to  pass  rapidly  under  pressure  through 
one  or  more  capillai'y  tubes  or  openings.  By  this  method  the 
defects  of  the  transudation  process  are  entirely  done  away  with, 
besides  which  the  operation  is  executed  in  less  time,  and  may  be 
performed  at  once  by  the  artist  wfithout  the  slightest  difficulty. 
As  for  the  fixation  liquid,  any  colorless,  or  nearly  colorless  liquid 
which  allows  of  being  atomized,  and  which,  after  becoming  dry, 
causes  the  particles  of  the  charcoal ,  or  other  drawing  materials 
made  use  of,  to  adhere  sufficiently  firmly  to  the  paper  or  other 
drawing  surface ,  may  serve  for  the  purpose.  Thus ,  for  instance, 
a  liquid,  which  has  given  the  patentee  the  most  satisfactory  results, 
is  obtained  by  adding  to  a  solution  of  three  ounces  of  white  sugar- 
candy  and  two  ounces  of  white  shellac  in  about  two  pints  of 
spirits  of  wine,  a  decoction  of  about  one  ounce  of  fucus  crispus 
in  one  pint  of  distilled  water. 


Bronzing  Process. 

A  Bronzing  process,  applicable  to  porcelain,  stoneware,  com¬ 
position,  picture,  and  looking-glass  is  performed  as  follows;  The 
articles  are  first  done  over  with  a  thin  solution  of  water-glass  by 
the  aid  of  a  a  soft  brush.  Bronze  powder  is  then  dusted  on, 
and  any  excess  not  adherent  is  knocked  off  by  a  few  gentle  taps. 
The  article  is  next  heated,  to  dry  the  silicate,  and  the  bronze  be¬ 
comes  firmly  attached.  Probably  in  the  case  of  porcelain,  biscuit, 
or  stoneware,  some  chemical  union  of  the  silicate  will  take  place, 
but  in  other  cases  the  water-glass  will  only  tend  to  make  the 
bronze  powder  adhere  to  the  surface.  After  the  heating ,  the 
bronze  may  be  polished  or  burnished  with  agate  tools. 

Scientific  American. 
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